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FROM THE EDITORS 


The collection includes the papers presented at the 6" International Symposium on Traditional 
Polyphony and two round table sessions held as part of the symposium. 

The Symposium was held at V. Sarajishvili Tbilsi State Conservatoire on 24-29 September, 
2012, traditionally under the patronage of the President of Georgia and financial support from Geor- 
gian Ministry of Culture and Monuments protection. The founders of the symposium are Tbilisi State 
Conservatoire and the International centre for Georgian Folk Song, all preparatory work was carried 
out by the International Research Centre for Traditional Polyphony of the Conservatoire. 

We would like to extend our gratitude to all who contributed to the successful conduct of Tbilisi 
Symposium on Traditional Polyphony, also to the participant Georgian and foreign scholar, perform- 
ers of local and world polyphony and, what is particularly important, to the audience of scientific 
sessions and concert programs. 

The scientific sessions of the symposium were held according to the preliminarily announced 
themes. Besides, continued was the tradition of adding a special theme to the scientific program, initi- 
ated at the 5" symposium. 

In the collection the papers are grouped according to themes. 


Scientific sessions were opened with special theme — Comparative Study of Traditional Po- 
lyphony — which has became particularly topical lately. The first paper “Comparative Study of Tra- 
ditional Polyphony: Yesterday, Today and Tomorrow” presented by Joseph Jordania (Australia/ 
Georgia) discussed the importance of comparative method in the study of the origin of polyphony and 
also distinguished several historical periods. In her paper “Exploring the Beginnings of Love Songs 
in the Light of Early Human History” Nino Tsitsishvili (Australia/Georgia) related the genesis of 
love songs to tabooing human sexuality and elaboration of the broad system of prohibition, which in 
her opinion is confirmed by the absence of love songs in some archaic traditions (e.g. Svaneti, Tibet). 
Jelena Jovanovic’s (Serbia) paper “Rekindled Kaval in Serbia in 1990s and Kaval and Ney in Sufi 
Traditions in the Middle East: The Aspects of Music and Meanings” dealt with particular sphere for us- 
ing comparative method. Nailya Almeeva (Russia) continues fruitful study of traditional polyphony 
of the Kryashen Tatars in Volga-Kama Region. The title of her paper was “Formation of Vertical 
Structure in the Texture of Collective Singing in Baptized Peoples of Volga-Kama Region (Kryashen 
Tatars, Mari, Chuvash)”. 


The session dedicated to General Theoretical and Musical-Aesthetic Aspects of Traditional 
Polyphony was opened by Matt Harvey’s (Australia) paper “Political Polyphony”, which dealt 
with the use of musical methods (drone, ostinato, dissonance, consonance) in political speeches and 
ideological struggle thanks to their strong emotional power. Barbara Ellison (Netherlands) paper 
“Sonic Phantoms” discussed the lesser studied acoustic phenomenon, when listeners perceive by ear 
the occurrences that do not sound in reality. Nino Pirtskhalava (Georgia) presented the paper “On 


Rusudan Tsurtsumia 
14 Joseph Jordania 


the Interrelation Between Ebani, Bani and Bami”, in which the author discussed this issue related to 
the origin of Georgian folk music basing on the work by the 12" century Georgian philosopher Ioane 
Petritsi (“Commentary on the Philosophy of Prokles Diadochoses and Plato”). In his paper “Antino- 
my of “One” and “Many” on Early Stages of the Aesthetics of Georgian folk Music” Gia baghashvili 
looks at the early layers of traditional music from philosophical angle. In a paper by Marina Ka- 
vtaradze (Georgia) “Monophony and Polyphony: Cultural-Historical Aspects of the Paradigmatic 
Changes (A View on European Polyphony)” manifestations of monophony and polyphony in Western 
Europe and interrelated topics from early Georgian professional music are discussed. In her paper 
“Not a Revival, A Tradition of Revivals: Rereading Georgian Traditional Polyphony Through the 
Ensemble Traditions” Andrea Kuzmich (Canada) touched upon the contemporary tendencies in the 
practice of Georgian folk performers. Main topic of Tamaz Gabisonia’s paper “ Dialectics of Second 
in Ethnic Music: Statics and Dynamics” was the dissonant interval second, with all the various aspects 
of its use. 


Traditionally numerous papers were represented on the theme Regional Styles and Musical 
Language of Traditional polyphony. Kae Hisaoka (Japan) dedicated her paper “Structure of Au- 
thenticity of Polyphony and Musical Practices in Georgia” to Georgian polyphony. The paper of 
Su Wei and Wang Qi (China) “The Qiang’s Traditional Polyphony from China”, which familiarized 
the audience with the impressive polyphonic traditions of the mountain regions neighboring with Ti- 
bet, was met with great interest. Maria De Sao Jose Corte-Real (Portugal) touched upon the issue 
of polyphony based on Fado recordings: “Polyphony and Evolution in Fado Historical Recordings 
from Portugal”. Mikhail Lobanov (Russia) discussed the simplest types of polyphony in traditional 
music: “Unison-Taking up” Singing — the Simplest Type of Collective Performance in Ethnic Music”. 
Anda Beitane (Latvia) discussed the polyphonic traditions of the lesser known region — North-East 
Latvia: “Traditional Polyphony in the Officium Defunctorum in North-Eastern Latvia”. Nino Gham- 
bashidze and Nino Makharadze (Georgia) dedicated their article to the traditional festival trans- 
formed from pagan into Christian after the preach of Andrew the First-Called: “Chvenieroba Festival 
and Traditional Music Related to It”. Rie Kochi (Japan) presented interesting traditions of the Ainu 
people with most isolated polyphonic tradition: “The Polyphonic Elements in the Monophonic Sing- 
ing Styles of Ainu Traditional Music”. The joint paper of Rosario Pestana and Maria De Sao Jose 
Corte-Real (Portugal) “Instant and Lasting Ornaments in Traditional Female Polyphony in Portu- 
gal” dealt with the problem of ornamentation. The paper of untimely deceased young scholar Giorgi 
(Gigi) garaqanidze (Georgia) “On One Unknown Example of Ethnomusic Theatre (Zedashe Lul- 
laby)” was dedicated to the tradition and song of newly made wine (zedashe) cult. In her paper “Mul- 
tipart Singing in Macedonia — Some Basic Characteristics” Velika Stojkova-Serafimovska (Mace- 
donia) discussed the traditional music of the Macedonians — one of the most polyphonic peoples in 
the Balkans. Eno Kocho (Albania) presented the paper “The /so(n) — a Participatory Component in 
the South Albanian Multipart Unaccompanied Singing and in Byzantine Chant”. Matthew Knight’s 
(USA) paper “Hutterite Choral Singing on the Praries: Sounds of Salvation” familiarized us with 
polyphonic tradition of Hutterites — a specific religious group. In the paper “Genre Peculiarities of 
Meskhetian Musical Dialect” Victoria Samsonadze (Georgia) continues Valerian Magradze’s re- 
search on Meskhetian musical traditions. 
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Several papers dealt with the theme Historical Recordings of Traditional Music, among these 
“The Oldest Sound Recordings of the Lithuanian Folklore and the Recent Discoveries by Ethnomusi- 
cologists” by Daiva Raciunaite-Viciniene (Lithuania), “The Functional System of the Seto One- 
three-Semitone Mode: an Approach Based on a Distribution Analysis of Multitrack recordings” by 
Zanna partlas (Estonia). 

Special panel was dedicated to the recordings of Georgian war prisoners from the archives 
in Germany and Austria. Presented were the papers: “Recordings of Georgian Prisoners in Ger- 
many (1915-1919) by Susanne Ziegler (Germany), and “CD-Project: Recordings from the Cauca- 
sian region, 1909 and 1915-1916” by Gerda and Franz Lechleitener (Austria) and Nona Lomidze 
(Austria/Georgia). 


Only one paper was presented under the theme Polyphony and Instrumental Music; Bo Law- 
ergren’s (USA) “Angular Harp” — one of the oldest string instrument, known from the cultures of 
the Sumerians and other peoples of Asia Minor, surviving to this day in mountainous Nuristan and 
Svaneti. 


Two Round Table Sessions on preliminarily announced themes were held as part of the sym- 
posium: the initiators of the first one “Modality of Medieval Georgian and European Music” 
were the renowned experts of polyphony: Simha Arom (France) and Polo Vallejo (Spain), who 
have intensively been studying Georgian polyphony for several years. Among the participants of the 
discussion were well-known researchers of midle age European music: Susan Rankin (UK), Arturo 
Tello (Spain) and young scholar Svimon Jangulashvili (Georgia). 

The initiator of the second Round Table Session “New Thinking About Evolution and Ex- 
pressive Behavior — Polyphony as Part of What and How We Have Become” was renowned 
American ethnomusicologist Dieter Christensen. The participants of the session Joseph Jordania, 
Peter Gold, Maria De Sao Jose Corte-Real, Rusudan Tsurtsumia discussed recent tendencies in 
the study of polyphony, in which the origin of polyphony is regarded not as later cultural occurrence, 
but as one of the most significant elements of human evolution. 

In present volume the readers can get familiarized with short reviews of both Round Table ses- 
sions, which is the novelty of the publication. 


The symposium participants were traditionally offered the opportunity to watch three complete- 
ly different and interesting ethno-musicological films. Renato Morelli’s (Italy) “Voices from the 
Heights: Three Days in Premana” presents the musical life of dynamic and delightful inhabitants of 
the highest settlement in North Italy. The film of Semaki Wanne group “Africa: The Beat” based 
on Polo Vallejo’s (Spain) expedition materials makes the audience vividly feel the rhythmic beat of 
African life. Hugo Zemp’s (France) and Nino Tsitsishvili (Austrralia/Georgia) film “Duduki of 
Tbilisi: Eldar Shoshitaishvili and His Students” captured interesting interaction of the modern master 
of duduki Eldar Shishitaishvili and his students. 


The symposium concert program was diverse, as always. Opening concert presented polyphonic 
music of ethnic groups and diasporas residing in Georgia — the Jews, Polish, Russian Dukhobors, 


Rusudan Tsurtsumia 
16 Joseph Jordania 


Ukrainians and Germans. Georgian and foreign ensembles participated in afternoon and evening con- 


certs. 


The symposium guests were greatly impressed by Georgian architectural monuments as well as 
by generous hosting of Mr. Kakha Zukakishvili — a friend of our compatriot Nona Lomidze, residing 
in Austria and “Telavi Vine Cellar” Company, and degustation of delicious Kakhetian wine. For what 
we expand our deep gratitude to them. 


We hope that the symposium guests from different countries of the world, as well as Georgian 
ethnomusicologists and the audience acquired much from the symposium. 


Rusudan Tsurtsumia 


Joseph Jordania 
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IMAmd0b LogombobseEdo, smdsm, oby Agodmgds GFoMdImgs~e@,06bem: 

CL) gqmmqmgdab BjesAgdono A7bFGozms ws bHseoyWGo zodjqd0b Bqeg965 9% sHob 493- 
Gag{M {MIE Cd JMOZ AMIE gsdsSMom|d Amo; 

(2) AMog5embdosb[erdolb FsMIMIerd0b Lozombols 3367938 9393daM7 SVMs LS ybsdqogdge~ 
539349679(309d036, M9956 38H sOb7dMdb sHoZ0MsMo AysHo Iq 3bogM EVO Loo3qdZQ~r0 ~s Lober 
FgoMegdo 3d bogombob 3zerq30bsmg0b; 

(3) 348 IsGHGO IMS3ZIMbIOSH OL 336935, 88d}E 4635 dSdBsd4HO Logombgdob 330938(3 
(Asgsmonse, IqbogsmyAMo Woog{Mboemogdsob, shes Iqjbozo0b GsGdmdedob bozgombols 330~r939) 


BOIE0G073R0 IMs3Z9eMbdosbe dob BgesMQdam0 AgbGozeo: 37706, Eegb, b3sc 23 


54 sHob dq 3bog{Mymse gsdsMomy{dqmo. 

dd S9MaMEGO Fsdygs60 gobeos [qm qo yr-vbOMmsmmmgoqhmo dowegmds — MoMmy| yer 
IIH {GS asbobompdmes dsna 0036768 4Ho AbodgZbqCe~rMmdob TDgbodsdobseE, L639 3-jer@qMsboob 
Aq~msM7d0b 39%]7d9. 8d Dadshaympdob (3968Ma sdQhog0b AgqMogdyero DH ohgd0 ayer; EMe- 
LIOHEO BLEFMES HIG y33erg30M0 Logombgdab gs6bamgZs (Ggsmons, Iqbogos~oyHo qbo- 
Z9MLsmagd0b G7b5b7d), 433630 sbamo gsbbo~m37d0b BjeEqQAQ0, GrMgmH%(3 Gabo, GagsoyMo, shes, 
3994 8qdmb6373950, 3qbodobsqj%o og (Braun & Jordania, 2013). 

Fabs SqmHomedt’szs6 gs6bb353q960M, G33 938)MJd0 8/3 30 JoobGMs33m@b96 B7bsesM]- 
S90 BqQrhyagds0b LomMdoby_mo (3mMeEbobs396, sbs@mo Ig 3bogMy~o S9Hs@0g,do0b dodeEg39M0 
9.339930900  AqQgbqdjmoseE 0bMjES30696 Msgb A_bsbGo3er0 gjrhyogsob es GgQ,0mbgd0b 
I6MOZ. HIGH 3933 7CPeS bsbgMdmago RZaM3mMGqmo g74b8qea(309d0b AoBsM7do goo Mg- 
3060. 933693980 dog’ (3brgMqQdsb ~qjdmgbo~@b46, -<qjdIQ@_LGomoeE, JOO yyErA Mob, 96 
JOM 49Q0MbL, LGoZerdb76 48 Bqer@qmob gob, gQ6mdmeEb76 dsm HMse0(309db ws Moy doo- 
3808, bsbagMdeogzse© (BdoM3e@ Feogdob gs6dsz:~rmdsdo) [bmZGmdeb76 sMAgajc Mqg,0mbdo ws 
Geomendeby6 obg Ierdygaerogz696, OmMgQMM 3 99 B-4@rAqQHob BHoswa3oqera FoMdmdsea 76900. 

db90 qnbrdjbo3mmogoyM IHsJG 030873 3go3e@9 Msg0b0 3H0G03-bgd0. dogsmomse, 8H9- 
203 4m0  BQmByMgodob FoMdemdse@aj6ger0 4g(3609M]d0 doohby3~676, Mmd doma g3g@m3q~mo 
302093,900b GEre@bs L630 34~rByMQd0b Dqbobgd g9hsbreEgb ofogd9 abgno PMds, MemgM(3 
M300 8A BqMByOgdob Godmdseagoegdoobs. JgmH] IbH3, g3Om3q~m0 ~s sdghagq~mo gnber- 
I-jbogmMmmag60 30 — soMaJom, doohby3e@676, Mead mdagdéqMo LyMsmob A_bs36mdoe@ 933- 
MgZMobsmgZ0b 3d g_mh Qoob FoMderdswoa76ered9 bobos6e oy Es Ed BqrByqoob Aqbobyd 
dagqh{%o VaMsHob A7bsJIb{mse LogoHer oye BqQmqMob ,,39%9e86 A7bGogems™. 

5]39 dobes dor3mg7e 936006 JHa0 boobHQM7bO obGmMoqmo HabeEAbGV0, GmdIge~rO(3 
A7reLM_dOHO 339306 OLAMHosb LH Amose bb63s Homo 330h3969db. BOseayoqjwo dqbo- 
30% ADLGs3ob GqdrM sebodb-yero obsmMoymo 39630M9%7d0, GOMo IbMO3, J30MSyEr wo 
599M0 3°93 (3968)M7ddO Cs, I9MMH] IbM03, L63sE5b639 J39469dd0 Lo3dsm~@ gv6bb3039dj4~mo cwoab- 
340300 Z0MsME 7M. XIX bsy3j6ob sme~rmbs 8 9939 Lsygqbob 30M3q7e 636938640 IMs- 
B00 Jggyo6odo, g3@m8ab5,56 386b6393960m, LGo30rdeb76 bs34O9H 34GB QHob Msgobos30e 
Ld 8M AJZeSMAd0M0 AQHMEAM. ba~m, dob I9%], M973 93MO--9dQH0344EOIS Jnberd-jbo3ee@~e- 
3080 %4MZ0 A75J(308 BjQeEsMAd0m AgomEMmmgosb, soMoJom, 9d J43g4969ddo Csaffyerr Bsmoem 
Bq -9M7dOH0  3367939d0b3EdO abA_{MQ7LOb’ 39—3039d9. obg Irbes boJoMng7~@memdo, GmMeEgbs3 39- 
IMABES 3539 g35bsH08b Ed Ogos FH sd9E-Bob (1983), bob Asol-yModob (1989), dsbsbs Bo- 
c539dobs (2007) wo 38 ImbLAbZdOb 938404 Fogb9s0 (Gvacharia & Tabagua, 1983; Maisu- 
radze, 1989; Shilakadze, 2007; Jordania, 1989). Gjbamdo, dsgsmomse, gsdohbos RImMeEMbo 
983030 Gog6o0 (Rubtsov, 1962). sb93q dobes dqjmasGgqndo, 73Ms06sdo, es Ib ogres 
V63o AMsg0c~ Jaqqsbsdo. OrQZ0 Jogero AboRmoel IsbLdBsd0n gModsbynb AggZs@sM dn IqemmHg 
ILogQmar MdsdIe@] Cs Md’ G7dEI2, 39d7399-JEVO H8dDHEIQ60Lb MGsmeEqbmdob, ~wszo0bsbo3m, Herd, 
eosbmmgdon 19 60-os60 Fsogqd0~56, Msbosms6 gs0%sMos BjzesMydomo 330939001 3yoMo Gorbs. 
do by938e sdobs, gobod-qjbo3gme~mmgosdo Dz jMygZ@mseEss do—gdqmo IobsbMy{ds, Mod IAqrmHg 
ILogQmar dob G7dE93, Ierbwos Dx~sM_d0M0 33093Z7d0b 49d30M|d9 Ls MQZ0Mb<je~ma 330939001 
39F6MOS, M83, 967d3M, IMIZ9E— Le39MMGO K-gseE0 93M--sdQMO3Z4~@O BHAbGEA6(3000M joes sob- 
Voob. 0d demgenb6sb dy 2006 Ggewb godrbjyem Gog6do ,,s8d Ieghob bserbo?™ ,,Gdob bdols 


00b98 yoMosbos 
JP JOON 


Lobemedo! 3qFoe9. 

LsabG MAbs, Med VFMM{E 39939 89MaAMEDO g96bMMHRZ09MES BZeESMQd0M0 Igbo Z0bd3e- 
B9mdob abAoMosdo g3Zqcr9bq_ HsMomdIsbdGsdos6o Cs y3Zgerob] 9dd0G30jMHO 384330939. bory- 
8540 ds4Zb se@o6 Emdsfbob Zs6GdqhMog er 36egJh%7 (Lomax, 1968). boob Mb, God 
MOdsJbob HZsMoe AjZesMAdom 33eg3Z9b SHmegxgbombs~ gnbdIjbogmMmmgans qjro~wgbo bsGo~o 
IGM Wms A7b3~s. sdob dobjbO ayer sHs IbME~MeE ab HesJéo, Md MZ0M ~wodsfbo 8% oY 
SOMZILIMbsCMO gmberd-jlbo39MZ0 C8 843 LsberBer berGhsGoob BmmdeEs ws oyqbgdeo Msg0b 
33629320, 8399 abo, Gd sbymo {sMMe B7ZEsHQdoM0 ‘A7LGogz3ms, gOoGo3bgd0b sbHom, 
5938H 8037005 ILOQmamr IqboZ9—7HO_ IH5390HR{IMMZ67d0b RqDIsMOA LjHsOb Ed A7bsdsdobse, 
JoE_d Ao 5b336980(3 9H ayo mdagdihqjGo Cd bsbeEO. LGM) sdogod, ~odsfbob Gordes 
Jnbemd-qjbo3mmmgaqMo s39eEq9d04Mo FHgQd0b dog 98% aJbs smosM|dq~mo. 

20M ES Cds Job HZsMGomeE gobIoqMdAmo DHedobs, 34039 SqHomeEdo gsdohbes 3093 
Msde7600) GsxdMedo ws, sds, 3930 aJ6q0 440 AMbL|Zbg7d0d0 domo Amgemg~m ImbLAboAd0. 
0833 32PGLGHIS g5drsJZg46s Gobo (736 BybGse, 84MM), obembo boobs ws de~3869- 
HOL IMsZ5e~bdosbo BMseoyagdab Losbeomgob sbsbb6gemse (Kunst, 1954). agq% gG0dod ws 
OMd_H GAAqd smbodbgb SagdqggQd0b9 ~ws dydIZSAZd0b AMoZI9eMbdosbo BMsea(309d0b Losbermg3) 
(Grimaud & Gilbert, 1956). qmo0b 8395695 gsders4gqy6s mMHa3q9Mwos6o LAsGoo Joorgewo 
Ld 8678364740 IGo3Z0ebdosE dob Losbeom3ob B7bob9s (Stockmann, 1957). (33930 Gobsds6ds 
660863 duez06QMab L3seEsbb39 J3q46qd0b IHo3Z0ebIos6o MsE0(30980b bosbeom39 (Rihtman, 
1958, 1966). Gogmemrsa 3949308609 96939 doqde36s 3d bogombl BHmdgs0 (Kaufman, 1966). 
8 BErEM]MS DQabGsZ0M8 930m30b bseEbyHo AMoZ9erbdosbo GMHIE0(309d0 5 3983909 C5b33- 
bs, Med gb HMHse0(309d0 gsbeEs b937d3Z7~MO g3Oe89do 8HMgy_{boQmO IMoZ9erbdos6rd0b aehg- 
Bobsmgo0b (Collaer, 1955, 1960). s4q6em beds mo30 AerQyss E5 IjobFo3crs debs(3999d0 
99940390 obeage@pdsab AMs39~@bdosbrdob B7bob9s (Nettl, 1961). mb30% g~mGq3d0 Bqe0%- 
J80M0 3990330939 fd3G9MS Q3OO3j@O IMos3z0ebIosbedob 39Q60b0 (Elshek, 1963). g@bob(s 
J9b380d9HdS 7IE8MS FZAM3QMO 3e138C—7}HO E5 LoZGs3{09Mo IMs39e~bdosbo HMseoQ3o960 (Em- 
sheimer, 1964). seas 96993399 BgabFogms dss~@ys6gnobs Es 3939 dob IGs39e~bdosbo 
BMse030980 (Elschekova, 1981). ego 3{emmMos6 I7b6{MIS B7OUGFsger9 ~ws AjswosMs dse~r- 
395340, abemby%o-7Go ws Fy6sGo M37960b IGoszZe~bIosbo BMse0(3090 (Messner, 1980, 1989, 
2013). 39834 3770395 B7OLGFs3er9 (3968 Mse4VH_ Ed sMIEbs3{~mg]m 430306 IH339e~bIOs6o 
BMse0(30980 (Kubik, 1968, 1986). obsmo BAIRMZb30 sHPFreggemgdab gs6do3z~mmdsdo bsyrRo- 
JMS aYN67db AqesMqd0m0 330g30b Ignmeb (Zemtsovsky, 1969, 1988, 1990). 30% dMd- 
d0Gbds gsbobo~mrs dsse@mPoob Jgqq6qd0b AMogo~mbIosbo HMHs@a(309d0 dss~myvb6gmobs Es seEdebs3- 
gM J3O-80b IMs3Z9ePbIos6 BGseayosms 36 9Jbdo (Brambats, 1983). dsHGob dsoo3d 
AVOLGoZEr5 dsserPoab3soM\mob IMsz9eMbIosbo BMseE0(30980 sHJQmmegoyHo Jobs39dgd0b ByJbg 
(Boiko, 1992). babe (30730330 ds gs6oboers 39MseogeNd0 3d339b07% Ed bsdIbHGQM Lero37h 
94539 bdO36 HMGIE0(3098b Bmmob (Tsitsishvili, 1990, 1991), brew 38 LGs.Goob sg@mMds 
VAsBGagdo ws Gog6o doydnz6s IGs3s@bdosbo HOse0G3og0b BgesMqd0m BgbGoz3eob (Jordania, 
1988, 1989). 

9939 boaggbob meer Fergddo 35d-033909 sbMo, Ged bokoHe- ager wsderzoe@gd-jemgdobs 


0933629 BqwesM9doma 33093900 b~@do. Fody3vbdse sdg%0390d8 gmbmd-ybo3-cmmgqdd5(3 gO ~wesof- 
yg 0dsbq ~9538MI30, Md A7ZEsHQd0M0 IQmMeOL LH AMO jWoHy¥gq}s 9H ayer asdsHamydycmo. 


BMOIE0G073M0 IMs3Z9eMbdosbe dob BgesMQdom0 AgbGozeo: 377406, Eegb, b3sc 25 


80d Msobds, Isgs~moms@, MoM Eg yysbgoGmdo fydnsh bsqadGobsb asdermJ3s sbHo, md go- 
Bod=ybogmmmgasdo Gq8M7d0H0 JQMMEdL LH {MO QsMymgRom, BoJGmdMagz0e ,,60%q36 Fyserb 
8539303 gorssgmemab. 2001 Faw dsHsbo~wosdo, Gam E9 ybpMmdo HoBosMg_dyeo (hMse0(30- 
mo Igbogob bogHmsdIMMHober Lsdkerls IbeopRerae 3637 76H(300b 30M3Zq7C~MO MAdS LGM] Jg- 
LsMAd0M0 A_bLGs3erob ‘Agbsdme seEmMdabyds ager. 3637763006 Dbgmgmmdabsb bosses 
Aq-EsM_dOHO _33EgZ0M CsabAH{M]bAdqje~mO L3q30smobH dob sHomaa(303—Go Bq_bZq~eMs. bod- 
FgbsMre@, 98 A7b3g7EMsb 9H Imsymmos ~mgagyMo gvgGdgqmgQd9 (ds 9% AgZJdbo~s DgesH- 
JO0M0 33679300 CsabAQM7bIdq{~ gnbodqjbo3mmmgns YZ7ROb Hodeyseadgds, Msdoy, sds, 
0300 3d A7b‘I7AEHOL MmHasbobshoMg{obs dogz0dImgzob sHo~mo: skamo YQ7RQOb baerddezs6qeredob 
JOD-gMnds MM sbobs8mMds, 0396 sMo-j6do, Ms30 sows odob g5dm, Med ~Cs3o39dqMmo 
ager AgboZ0b GFoMIMImdalb bs3omb dom, boe~er I9mH7I, 8d AmbLAb7d0b og@mMds, ado’ gsde, 
4d 53937d]MO ayer IMsZ9~bdosbdob A_LFogmoms ws IMsz9~bdos6edob 339306 bogH- 
HSdIrMaber 3 76GMalb bofdgqgdom. baw sbmrosbsb 03039 0d Ms0bds g3dmMsJQq469 gobdoyM- 
Sqjera smer_do34Ho LHsHos obgn IHgbHoz AE z_QMbsemdo, GmgmGo3_ ,,gobrdjbogmmengoss”, 
Md JMG’ 938M Rames, Med gnberd-qjbozmmega ob y_MsoEjoob bs3eg7dse@ 08gHOdb Rsmoe 
JJOMEMMEZ04HO Logombgd0 ws Kmgsead 86mdmg7d980, obaba goFHr b39(309303490 bogomby- 
dom sHasb Eds39390qer60 (Rice, 2010). 2012 Geob dIsobdo 3.6se080 zqhbse~ Jbeooer0e 
Aabozabsedo 3630503460 Joe3cdob dog mHasbobgo-e 306939 76(308%9 Lg 30s-qjHo bgb- 
OS L8j7HIEO FMIEaGaqjmo IAqboZo0b BgesMqdom A_7bGo3erob. 03,935qb9 jR3MOr 9G Isbd8 sdb 
3020939963083 0d MQdsb] Cs IMbBLAbZdqd0b 989439 GmIQ{¢rVAdI] Godgge6 g0ded(3g9deremdso. 


976599 8qHompeo: 2000 GFroes6 EEgIE9: B7QeEsMH Zd0M0 AQnMeEOL seEb]Z9d0b ~wobsFyobo 

Ajdo sbHom, XXI boagabob 380%39m0 smFegqmo ~j6eEs Bsomgse~mmb AqesMQdamM0 330~9- 
3065396 A7IrdH-qbqQd0b S7Momese — asdmhbes GHmd7d0, GmI~m|ddoGy, HMI.eogoyqmo 34y~- 
BWM7d0 Ingmo Abog_~momb IsbdGsd0m asbobo~mpdmes. IsHmsmos, Isbhyby8 bob obbiho- 
HGH dog 2000 Foewb g9d-0(390-}eo Herdo Igbojzob F36d1ded5 IOs3z9cobIosHKerdob bo jobs 
54 7697d-ms, 493d wow odSj~bO gobeos IjboZ0b FoSGdIMIrdobs ws HZsMoe MgdsSoZobsedo 
abBIMQbaL goe~egngq9dabmgob. 449 3894MEGO gsdImMAbos ssh COmds Job MsbsdImsbGob es 3968)- 
MAIV®G0Z0b 3Herg{Gob’ HsbsoZGoMob, 30J8OM% gMs4j960b BHrdg60 ws Goab6o (Grauer, 2006, 
2007, 2011), sb939, 3d AdmbLyZs0b sZ8GoMob BGHmdg60 es mGo GFogbo (Jordania, 2006, 
2008, 2009, 2011). 

30665 3°54MQd00 Dbo'dZ6qermgZ9605 ob HsJGo, Ged mH397 933~Mg300b BHmdGdd0 IGsg0eb- 
dosberdob 3Hmderqdsb (3968 Moe-jho seEgomo jxoMS3b. obo(3 bodsheEmdmogos, md mMM039 
9936090 IMosZ9erbdosberdols doohby3b sesdosbob ggm~qyaqmo Gs’ ywob I7d330EM]Md5eE wo 
dob sbo3b sbosmsbdom Es do~rombmdom Fram gr6bsbmgMogb. gb, Gs OJdo qbeELs, IMs39erbdo- 
Sodob FsHdmdmdob LH ymgdon L635 LyAMsMb g30bsHo3b ws IgboZobIQ3meEbgmdsdo Do~|djer 
Apbyegeeg7ojoGog SoMoQagdge~r Ggm~ompjege’ offgagb- 

3d SqMOMEDL Bq7@sH7d0M 330MNZdbO06 Gd IHsZ9e~bIOSHMdsbMs6 (L5393d0M]ZdqEMO S8Ms:o09,- 
Iqd0, serdI8M, db TDgaderqds hoderysodegb: 

(1) 396m Bq7esM_d0m0 339304 Iqgmmeol gsMjdq AjQdemgdqeros Coe IsLdSsdob 36e- 
demqdgd0b gse@oHMo; 

(2) dHsg8e@mbdosbrds 34 sHob g30shegmo B7MAy_ojwo sedohgbs. ob 38H gsb30mshy- 
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Sms J7HMbIoH_Md0b HMsbEsMsbdsom gsMorqj~mpdol Dq7~@gg9e. IHs3oe~bdosbrds 7339 SJerbeom 
53030056 FGoderb-jco A376b boghae Fobssm db; 

(3) dqbogsemjHo Ld763 Ed GoGdob Bqg,Mdbyd9 1376b GmrM7je GobsssOb 1376b7 goGoe@g- 
Som A_Bs@ I4erbos gs6;0msHQdqeo (Sdob C5E5bG~7M97d55 Ob 54803, Gd yZ7~Ms sbeErserec- 
9830734 853936 sdbeoemyaG Ho Ldg6s ofgb) (Saffran, 2003); 

(4) 08 MQQ0mbqddo, LsEs33 EEA’ 9% sHbjdMdb IMs35e~bdosHd3, IMbES IMs35e~bdosber- 
dob GHHI:E0300b 538M339. IMsZ0~bdosHrdob 939M330b dob7b7doeO s3hoMJd0 L63seEsbb630 
30Md7db shobger7d96. AooyQh@ab dobgeE3Z0m, sdol dodjbo gsbes 70 smsbo GFooob Fob dodb- 
L8H 37E 386 Herdob ZoGobFGerg yo 943643939, ba~m, Agdo sbHom, IMs39e~bdos6erdob 
MS6HEIMSHMdOM0 539%330b dobjbo gobes IgG y3q0~M9d99 gZoEdb3~s Ed yorgRsdo dyjbozos~m jo 
3099-76039G00b dbodZ6qe~mmdob (939H3395 

(5) AgesH7b0M0 doeEzmds XX boygqb7do ggMebrds Gg{IMMyAQoN7MI.E g9bGea~M dobs- 
496m d9bob, 39M sdobs, Ima boyMmdobs ws 3md-j6030(300b sbse~, MgZME~q(3079 Dgbsderg- 
Jeerdg7db._ yorgqer039 gb adengZs Lodjsemgdsb (43,39 8Hs gsMs6Gosb), God Msgoe@s6 ofosb 3(3- 
OM}OAMO IMsZ0~Mo_ B_3EMds, Med7~0(3 19 30-os60 Feogdob dg9Me~mobob byob d9(36099d0- 
Lomgob d6qmo0 sboyogmgdgmo oye. 

87 9H dobEs 30—39M3- IMsZ0@MbIos6HMdob Dq_bGog{msdo BgzesMadom0 330rg30b dbo0'd36- 
96005%9, adob asdeor, Mod A3960 bodsmboyJob bm~me EEL L3g 308m Qh IM|3Z9~~M0 JsQ0E5 
99m369d3 IMsg9e@Mbdos6erdob GoMIMImdob bozombobsedo sberqd-jH dDoeEgmdsb. Ibm~mme odsb 
308930, O-d IHs39ebdosbrdab A7bGo3mobsedo 63d7MMg37 dow~gZds AysMse gyMwebmds sHs 
ISM GO B_{eEIM {dO AQHMEL, sHsdq~0 a6% {MCOL3038eM064H 33EMgZob05. Dgbodsdobse, bes om- 
Z0b, Ged AjZeEsHQd0m 3309396 IMo3g0@bIosbmdob A7LFog@odo qjrowgbo 396b394(03980 o]43b. 

5 sm~ob, dDobes 9M360dbM, GMI FBMseEayoqjmo IMosZse~bdos6mdob A_bGs3cs Msbsdg- 
02037 gnbmdjbozmmemgoal gMa-gMno y3q9mob] oJGyoemyHo LyqmMms, M373 IHs3oe~bdosber- 
dSabsedo dDadmgba~ra 36394 76;309d0b GsME76mdsdo sdz5Hs@ gederobs qos. IHs3co bdosberdobs 
394M 3ynbom A_7bGogers 30 boErb jG ymdsb, Ged 33930 AgeEsMgsomds Iqnepeds Msgobo 


3702600 sEgZ0MO 50353Ob 363dJGEMEZ7 Jnbmdybo3mmergosdo. 


9609365 


! 1960-0860 Fregdol dmmemdwy doshbesm, od Gdob doegds Ingmo Ib g_momlb Iobsbeogodsb q3Gmde~g- 
Ierge Aggderor. 19 70-0860 Feegoob 3.9der330939dd9 0h3965, ed d03d3md0b Jqde@92, Jobo smgobyd9 yggmobor- 
306 d69dH030 5 wsdsbsbosmg{d7e~M0 96 sHob. SEIMPHES, Gd IbMMME RHCOMM|M ws (396GMsE>~\Ho 
93080b Irbsbeagmdsl E5 dso Gosderdsg~m7db 36 g4dbgQd30 3Mmd—ergd960 Gdobs Ja~Egdob AgdeEqQg. sdb 
Bsogera demd8q306d, LoaEsh Im~EAM@S 39°73909%0 Loho3ZH7d0 SIsboHsMAmo CEsbISM QOL MMas6obs(30gd0b 
809% sMsbsMobbosbo b5339d0b oFmegdsob d7bob7d. MAH (3 sPdIMAbws, sMsbedom Herbs Sdob 3b36oerb 
+93, 69360696 dom, gobs(3 Odo’ domgds 9% Aggderer. sdols Bqad—ogg, Fq_IsboGosM-yerds Ma,960%s(3098d3 49(339- 


gb’ b5g39d0b 39303969806 bGMGI—8)9Q09. 930--98qMH034E0 Qsder3e@ompdal sbyn0 g7AbAGIOMs303 Jorge 
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JOSEPH JORDANIA 
(AUSRTRALIA/GEORGIA) 


COMPARATIVE STUDY OF TRADITIONAL POLYPHONY: 
YESTERDAY, TODAY, TOMORROW 


Starting with the previous symposium (in 2010), we decided to add a new particularly important 
topic to the themes of the biannual Symposia of Traditional Polyphony in Georgia. The first special 
topic was “Traditional polyphony in Asia” and it was featured at the symposium two years ago. The 
reason for choosing Asia as the first such topic was the fact that in most Asian countries the study 
of polyphony is completely neglected. Our colleagues learned a great deal about the very interesting 
and rich polyphonic traditions of Asia. Some of our participants heard for the first time polyphonic 
examples from the Nuristanis, living in the impenetrable mountain ranges of Afghanistan, from the 
mysterious Ainus of north Japan, from the Aba Tibetans, living in the Himalayas, or from the minor- 
ity groups of North Vietnam. It is our particular delight that the theme of Asian polyphonic traditions 
continues strongly at this symposium as well, as the authors of Asian papers are still with us, adding 
new materials and ideas to our common knowledge. We even tried to bring singers to represent such 
traditions, such as the Ainus from Japan and the Aremai Tibetans from China. Unfortunately, this was 
not possible this year, but we hope that we will manage to bring some carriers of Asian polyphonic 
traditions during our later symposia for the delight of conference participants. It seems that the new 
topics presented at our symposia will continue active participation in our work. We can conclude that 
the introduction of new topics had a positive impact on the further development of our symposia. 

Our current symposium also has a newly added topic — the comparative study of traditional po- 
lyphony. We definitely cannot say that the comparative study of traditional polyphony is as neglected 
as the study of polyphonic traditions in Asian countries. On the contrary, the comparative study of 
traditional polyphony has rich scholarly traditions. In my presentation I will try to highlight the main 
points of the rich past of comparative research of traditional polyphony and its relatively modest con- 
temporary status, and I will present the possible prospects of such research. 


Polyphonic singing is one of the most mysterious phenomenon of human musical culture, so it 
was natural that the search for the origins of polyphony became one of the central research topics in 
the history of musicology. We can say that after the problem of the origins of music, the problem of 
the origins of polyphony is the second most important topic of musicology and evolutionary musicol- 
ogy. Discussions about the origins of polyphony have never stopped, although during some periods 
of the development of our discipline this topic was sometimes more, and sometimes less active. Most 
importantly for our topic, the study of this problem was always directly connected to the compara- 
tive research methodologies, as any serious research of the origins of traditional polyphony naturally 
requires knowledge of the worldwide distribution and comparison of this phenomenon. 

In my paper I will address both of these issues. On one hand, we will see how attitudes were 
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changing towards the comparative studies in ethnomusicology, and on the other hand, we will review 
what was happening in the studies of the origins of traditional polyphony. I propose to distinguish 
three periods. 


The First Period: from 1880s to 1945: Domination of Comparative Studies 

The comparative method had a very interesting and full life during the first period of the devel- 
opment of musicology. As we know, the field known today as “ethnomusicology” started as a disci- 
pline heavily based on comparative research. This phenomenon is quite well known from the history 
of the science of various fields. As a new discipline starts to emerge, pioneering scholars working in 
this field naturally try to cover the new sphere in all of its manifestations, taking into account all the 
available information from all over the world. They try to cover such wide problems as the genesis of 
this phenomenon, the history of its development and its distribution in different regions of the world. 
This initial period of the development of scholarly studies is also widely based on a great deal of 
groundless speculations and overtly optimistic generalisations. All this was characteristic of the initial 
development of our discipline and the study of the history of polyphony as well. 

This period lasted from the birth of the discipline in the form of “comparative musicology”, 
or sometimes as “music history of non-European cultures” in the 1880s, until the end of the Second 
World War. The name of the discipline “comparative musicology” was a testament to the wide use 
of comparative method in this new field of study. Europe, and particularly Germany, was the centre 
of this line of scholarly thought. The Berlin school was paramount for the development of this field. 

I would like to suggest that in relation to the study of the origins of polyphony this big period 
should be divided into two sub-periods, as these periods were quite different from each other in terms 
of the attitudes towards the origins of polyphony. Let me first briefly list the characteristics of the first 
sub-period paradigms. This sub-period lasted until the 1930s: 

(1) According to the prevailing (or even the only accepted) model, polyphony was a later cultural 
invention. This idea seemed so obvious that no one tried to formulate it as a falsifiable hypothesis or 
a theory. This idea was treated more like an axiom that does not require any proof. 

(2) It was not only believed that polyphony was a cultural invention, but it was even believed 
that it was invented by Medieval Christian monks in the 9" century. This was the time when the first 
information about church music sung in two parts (known as “organum”) has been attested. Here 
we should also mention that there were also sources pointing to an earlier origin of polyphony, for 
example, in some countries of the northern Europe; 

(3) It was firmly believed that polyphony entered into traditional (folk) music from European 
church-based professional music, via the activities of European missionaries (Werf, 1997). We re- 
member, that Nadel started comparing Georgian and early European polyphonic traditions with this 
idea (Nadel, 1933). 


This model of the origins of polyphony was based on an assumption that the early human had 
extremely primitive musical faculties. He did not yet have a good perception of pitch, sense of scale, 
precise rhythm, and of course, a sense of harmony. 

The second sub-period of the origins of polyphony started after the facts that did not fit into the 
existing paradigm were revealed. It became gradually accepted that polyphony as a phenomenon was 
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not invented by medieval monks, but originated in traditional music, and later spread to European 
professional music. This period was very short but intense. It only lasted about a decade (1930s). 
Paradigms of this sub-period can be formulated in the following way: 

(1) Polyphony is a cultural invention, resulting from the gradual development of monophonic 
music (according to this element, the second sub-period was similar to the paradigms of the first sub- 
period); 

(2) Polyphony was first developed in traditional music, not in professional European music (this 
was a paradigmatically new view on the origins of polyphony). 

(3) Polyphony came to professional music from traditional music (This idea was primarily sup- 
ported by Schneider; Nadel was of the same opininon). 

(4) Polyphony was probably born (invented) in one region and then it spread to various regions 
of the world via cultural diffusion. This was the model of the greatest authority on the history of po- 
lyphony of that period, Marius Schneider (Schneider, 1934-1935); There was another point of view 
as well, albeit it came a few decades later, and was developed by Paul Collaer (Collaer, 1960). Ac- 
cording to this view, polyphony was developed in various regions independently from each other. We 
must admit, Collaer did not base his view on materials from the whole planet. 

(5) When exactly polyphony was born is impossible to say, but it must have been born sometime 
in the first millennia, some time before it penetrated to the European professional music in the 9" 
century. 

Musicologists did not consider polyphony as an archaic phenomenon. For example, when Ann 
Kilmer made a well-known transcription of the clay tablets from the Ancient Ugarit, and came to 
the conclusion that the music recorded on the clay tablets was polyphonic (two and three-part), this 
triggered a very negative response from her colleagues (Kilmer, 1971). “One’s immediate reaction 
is scepticism at the notion of this kind of harmony existing in any ancient music” wrote Martin 
West (West, 1994: 173). Other scholars also expressed the same kind of scepticism (Wulstan, 1974; 
Duchesne-Giullemin, 1975, 1980: 11-18). The same story happened to another renowned expert, 
Hans Hickmann, who earlier proposed that two-part music with drone was known in Ancient Egypt. 
He even made a transcription of this music (Hickmann, 1952, 1970: 138-140). Scholars were critical 
of this revolutionary interpretation, for the same reason — how could anyone believe that polyphony 
existed in such ancient cultures? (for example, see Manniche, 1991: 30-32). 

Scholarly thought had another common feature: it was believed that the existing polyphony in 
various tribal cultures, was “haphazard” and “unconscious”. We must remember here, that in this 
period it was believed that early humans had very primitive, if any, musical faculties. In regard to the 
perception of harmony, it was believed it was way outside the capability of the early human. Arguably 
the greatest musicologist of the first half of the 20" century, Curt Sachs, believed that the presence of 
the dissonant seconds in several tribal cultures was purely haphazard. According to Sachs, traditional 
singers could not feel the emotional sharpness of the interval, and therefore, these harmonies could 
not be evaluated by the standards of contemporary aesthetic criteria (Sachs, 1962). 

The first period of study of the phenomenon of traditional polyphony had its positive, as well 
as negative, sides. On the positive side, scholars in this period tried to study the phenomenon of po- 
lyphony as a single historical phenomenon, and they strived to study polyphony as an international, 
worldwide phenomenon. Marius Schneider, a student of Erich Moritz von Hornbostel, was the cen- 
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tral representative of this direction of thought (Schneider, 1934-1935, 1951, 1961, 1969). Siegfried 
Nadel’s well-known work on Georgian music is one of the important works of this period (Nadel, 
1933), and it had a long-lasting influence on Marius Schneider’s ideas on the origins of polyphony. 
I want to remind the audience that a special round table will be dedicated to the interaction between 
Early European professional and traditional polyphony, so I will not discuss this issue in detail in this 


paper. 


Second Period: from 1945 till the end of the 20" Century. Fall of Comparative Methodology 

The attitude towards comparative studies had undergone a paradigmatic change after the Second 
World War. The world centre of the study of traditional music shifted from Germany to the USA. 
According to the paradigms of cultural anthropology, popular in the USA during this period, the com- 
parative study of various cultures was not justified. Such a negative attitude towards the comparative 
methodology had many historical and psychological factors. Earlier generalization of cultures into 
“developed” and “primitive” cultures became ideologically untenable and racist. Authors of compara- 
tive studies and their works were severely criticized for a number of reasons. Among other reasons, the 
central critique drew attention to the fact that scholars involved in comparative studies did not bother 
obtaining any deep knowledge about the cultures they were comparing, or organizing fieldworks in 
the regions they were comparing to each other. For example, neither Nadel nor Schneider ever visited 
Georgia, although Georgian polyphony played an important role in their historical reconstructions. 
The example of WW2 did not help either. After the Second World War, where racist ideology yielded 
catastrophic results and cost lives of millions of peoples, labelling cultures as “primitive” and “highly 
developed” was considered unethical. Therefore, for many reasons the comparative method was re- 
jected, and “comparative musicology” became “ethnomusicology”. 

If we try to summarise the paradigmatic postulates of this period of development of scholarly 
thought about the origins of polyphony, we probably come to the following result: 

(1) Comparative study of cultures and the creation of simple evolutionary ascending scales is not 
justified either scientifically or ideologically; 

(2) Research into the origins of polyphony is based on groundless speculations, and we do not 
have any hard evidence for studying this problem objectively; 

(3) Not only the search for the origins of polyphony, but the research of other “big” themes (like 
the study of musical universals, or the origins of music) is not justified. 


Leading methodology of this period was based on the traditions of cultural anthropology. Ac- 
cording to this approach, every culture was to be studied according to its immanent rules and im- 
portance, without the use of comparative methodology. The USA became the centre for this line of 
research. Occasionally, during this period, the “big” themes were also discussed (for example, the 
discussion of the music universals was organised), but the results of these discussions were, as a rule, 
negative, or at least, pessimistic (Braun & Jordania, 2013). 

Unlike the previous, comparative period of development of ethnomusicology, when scholars 
did not even try to obtain detailed knowledge of a studied culture, followers of cultural anthropology 
were consciously limiting themselves to the number of studied cultures and regions. Long fieldworks, 
lasting for months and sometimes years, became the leading method for obtaining materials. Most 
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scholars were dedicating their lives to a single culture, or even a single region, investing plenty of 
time, finances and energy in studying their language, history, and cultural traditions. During the long 
fieldworks ethnomusicologists would try to live the life of ordinary members of traditional society. 
Creating families with the representatives of these cultures also became widespread, as a logical result 
of a lifelong fascination and study of a single cultural tradition. 

Ethnomusicological practices of this period had their share of sceptics and critics. For example, 
representatives of the non-European cultures were pessimistic about the desire of Western scholars to 
obtain a deep intimate knowledge of foreign culture. On the contrary, European and American ethno- 
musicologists considered their approach scholarly superior, as an objective picture, in their opinion, 
cannot be obtained by the representatives of the studied cultures. They supported the idea of studying 
the culture from “outside” rather than studying it from the “inside”. 

Here I would like to discuss an interesting historical tendency in ethnomusicology that pres- 
ents the history of our discipline in an alternative light. The study of traditional music in non-West- 
European countries had very different dynamics. Unlike Germany and other European countries, in 
these countries the first period of development of the discipline (from the end of the 19" century till 
the end of WW2) was fully dominated by the studies of local traditions. After WW2, as American 
and European scholars rejected comparative methodology, non-European countries, on the contrary, 
embraced the comparative method. This was the case, for example, in Georgia, where the first exam- 
ples of comparative studies appeared in the 1980s (Gvacharia & Tabagua, 1983; Maisuradze, 1989; 
Jordania, 1989). In Russia comparative works also appeared after WW2 (Rubtsov, 1962). The same 
happened in the Ukraine, Bulgaria, and many other countries. So if we compare the total volume of 
works dedicated to the study of traditional music, we will have to admit the increase in the number of 
comparative works after the 1960s. Despite this, the idea of a shift of comparative methodology into 
deep regional studies after WW2 is still strong in the history of our discipline. This must be the result 
of the prevalent general Euro-American tendency in many spheres of life and scholarship to view the 
world from the western viewpoint. In my 2006 book I labelled this tendency as a “milk-drinking syn- 
drome” after the history of the study of lactose intolerance in populations around the world. 

On the other hand, it was in this period of neglect of comparative methodology by American 
and European ethnomusicologists that the most ambitious comparative project in the history of ethno- 
musicology was undertaken. I am talking about Alan Lomax’s “cantometric” project (Lomax, 1968). 
Lomax’s work, entirely based on a comparative study of hundred of cultures, was met by the profes- 
sional circles of ethnomusicology with a strong hostility. The reason for this hostility was not only the 
educational background of the author of the study (Lomax was not an academic, and he did not know 
and did not use musical notation in his research). According to the critics, Lomax’s grand comparative 
study was a gross simplification of the true diversity of the world’s musical cultures, and therefore the 
results were not credible. As a result, Lomax’s study was totally marginalized by ethnomusicological 
academia, which is a pity. 

Apart from Lomax’s highly publicized work, a few other comparative works were also produced 
in this period. Let me briefly mention them. Jaap Kunst published a book (more precisely a brochure) 
about the amazing closeness of Balkan and Indonesian polyphonic traditions, (Kunst, 1954). Yvette 
Grimaud together with Gilbert Rouget noted the closeness of the polyphonic traditions of the Cen- 
tral African Pygmies and the South African Bushmen (Grimaud & Rouget, 1956); Erich Stockmann 
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wrote a small article about parallels between Albanian and Georgian polyphonic songs (Stockmann, 
1957); Cvjetko Rihtman noted the closeness of the polyphonic traditions of the Balkan peoples (Riht- 
man, 1958, 1966), followed by Nikolai Kaufman (Kaufman, 1966). Paul Collaer studied European 
polyphonic traditions and came to the conclusion that European professional polyphony came to life 
as a result of impulses from the ancient vocal polyphony of the European peoples (Collaer, 1960, see 
also 1955). Bruno Nett! discussed the available information of polyphony among North American In- 
dians in the only article on the subject (Nettl, 1961). Oscar Elschek conducted a comparative study of 
European polyphonic traditions (Elschek, 1963). Ernst Emsheimer compared vocal and instrumental 
forms of polyphony of different European regions (Emsheimer, 1964). Alica Elschekova conducted 
a comparative study of vocal polyphonic tradition in the Balkans and the Carpathians (Elschekova, 
1981). Gerald Florian Messner studied the polyphonic traditions of the Balkans, Indonesia and the 
Pacific region (Messner, 1980, 1989, see also 2013). Gerhard Kubik analysed polyphonic traditions 
in Central and East Africa (Kubik, 1968, 1986). Izaly Zemtsovsky is among the scholars who used 
the comparative method for many decades (Zemtsovsky, 1969, 1988, 1998). Karl Brambats, dis- 
cussed polyphonic traditions of the Baltic peoples in a wide Mediterranean and East European context 
(Brambats, 1983). Martin Boiko studied Baltic polyphonic traditions in the context of archaeological 
data (Boiko, 1992). Nino Tsitsishvili studied parallels between the polyphonic traditions of Georgians 
and South Slavs (Tsitsishvili, 1990, 1991), and the author of this paper has published several com- 
parative studies on traditional polyphony (e.g., Jordania, 1988, 1989). 

Mentioning these works that used the comparative method might create an illusion of active 
comparative research in ethnomusicology, but if we take into account that this period lasted for half a 
century, and that none of these articles appeared in the central academic journal “Ethnomusicology”, 
we will get a better perspective of prevailing research in the field after WW2. 


The Third Period: The First Decade of the 21“ Century: Changing Attitudes Towards 
Comparative Studies 

By the end of the 20" century ethnomusicologists gradually realized that the negative attitude 
towards the comparative method and “big themes” in ethnomusicology had to be changed. During our 
conversation at the Rio de Janeiro ICTM World Conference in 2001, Timothy Rice said that with the 
full rejection of comparative methodology “the baby was thrown out together with the bath water”. 
It was at the ICTM conference in Rio de Janeiro in 2001 that a possible comeback of comparative 
methodology was discussed as the first theme of the conference. During this conference an informal 
meeting was organized of ethnomusicologists interested in comparative studies. Despite the interest 
expressed by the dozen or so participants at the meeting, and encouragement of the members of the 
ICTM executive board, the meeting did not culminate in the creation of a comparative study group. 
Blame for this should be divided between the organisers of this meeting: Steven Brown refused to 
lead this group as he was heavily involved in research into the origins of music, and the author of this 
paper alternatively was heavily involved in organizing the international research centre for traditional 
polyphony and the first symposium in 2002. 

Decade later Timothy Rice expressed his discontent with the state of contemporary ethnomu- 
sicology in a polemical article in the central journal “Ethnomusicology” (Rice, 2010). The author of 
the article was complaining that as everyone is busy with their deep regional studies, major theoreti- 
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cal problems get neglected. Earlier this year (May of 2012) in Canada, at a conference organised by 
the journal “Analytical Approaches to World Music”, a special session dedicated to the comparative 
study of traditional music was organized by Steven Brown and Michael Tenzer. There are also plans 
for a larger special conference on the topic, with all the papers to be published by a major publisher. 

In my opinion, the first decade of the 21" century should be considered to be the period of 
changing attitudes towards comparative studies. It was in this period that several important works 
discussing the traditional musical cultures worldwide appeared. The impressive volume from MIT, 
“The Origins of Music” did not discuss the origins of polyphony, or the return of comparative meth- 
odology, but with its wide scope of approaches towards the origins of music and the multidisciplinary 
treatment of the problem, it became a stepping stone for the revival of interest in the big themes in 
musicology, like the study of the universals, or the study of the origins of music. In the same period 
comparative-based major works were published by Victor Grauer, the co-author of the “Cantomet- 
rics” project and a close associate of Alan Lomax (Grauer, 2006, 2007, 2011), and by the author of 
this paper (Jordania, 2006, 2008, 2009, 2011). 

The important change introduced by these two authors was that they put the phenomenon of 
polyphony in the very centre of the evolution of human music, and they do not consider polyphony 
as a late cultural invention. Both scholars consider polyphony to be a legacy of human evolutionary 
history, and consider its age to be hundreds of thousands of years (Grauer), or even millions of years 
(Jordania). These suggestions and timelines give us a totally different picture of the origins and the 
history of polyphony, and heralded paradigmatic changes in ethnomusicology. 

We can formulate the paradigms of this new period of comparative studies and research into the 
origins of polyphony in the following way: 

(1) It is impossible to solve any large-scale scholarly problem without the use of wide compara- 
tive methodology; 

(2) Polyphony is not a late cultural phenomenon. Very complex polyphony was taken by the first 
humans that came out of Africa; 

(3) Our distant ancestors had a much better sense of pitch and sense of rhythm than contem- 
porary humans have (one of the facts confirming this is that all newborn babies have perfect pitch. 
Saffran, 2003); 

(4) In regions where no polyphony is found today, vocal polyphony was lost. That is the main 
reason why polyphony is predominantly found in geographically isolated and inaccessible regions of 
the world (mountain ranges, forest massifs, islands); The reasons for losing polyphony, according to 
these two authors, are different. Grauer suggests polyphony in certain regions was lost because of the 
Toba catastrophe some 70 000 years ago, and the author of this paper suggested that the reason for 
the loss of polyphony was the shift from vocal communication to articulated speech that occurred in 
different regions in different epochs; 

(5) Comparative studies in the 21st century are based on the drastically increased data on tradi- 
tional music, connected to the new possibilities of travel and the new revolutionary means of com- 
munications. These new means give us a possibility (but not a warranty) to avoid the mistakes that 
were so difficult to avoid for the representatives of the Berlin school of comparavite musicology of 
the 1930s. 


34 Joseph Jordania 


I do not intend to speak more about the future of comparative research in the search for the 
origins of polyphony as a special round is dedicated to the contemporary view on the origins of the 
human polyphonic tradition. I want only to mention that contemporary search for the origins of po- 
lyphony is based not only on comparative research, but also on a multidisciplinary research, involving 
many related and ostensibly unrelated spheres. We can confidently conclude that the comparative 
method is vital for research into vocal polyphonic traditions. It is not accidental that the increase in 
interest in traditional polyphony that is clearly evident during the last decade coincides with the in- 
crease in interest in comparative methods in ethnomusicology. 


Notes 


' Until 1960 it was believed that it was the norm for adult humans to be able to drink milk. Studies undertaken in the 
1970s shattered this belief and proved that only the populations of north and central Europe and their descendants 
could drink milk after childhood. After the studies of human intolerance towards lactose it became clear where 
confusing reports of humanitarian organisations delivering non-quality food to the starving populations of the 
world were coming from. Apparently, thousands of tonnes of milk powder were sent to countries where the 
populations could not absorb milk. Realising this, humanitarian organisations changed their food policy. Such 
extrapolations of the Euro-North-American experience on the rest of the world constitute the essence of the “milk 


drinking syndrome” and are methodologically very dangerous. 


References 


Boiko, Martin. (1992). “On the Interaction Between Styles in Baltic Folk Music: Sutartines Polyphony and the 
East Baltic Refrain Songs”. In: European Studies in Ethnomusicology: Historical Developments and Recent 
Trends, P. 218-236. Edited by Bauman, M. P., Simon, A., & Wegner, U. Wilhelmshaven. 


Brambats, Karl. (1983). “The Vocal Drone in the Baltic Countries: Problems of Chronology and Provenance”. 
Journ. Journal of Baltic Studies, 14 (1). 


Brown, Steven & Jordania, Joseph. (2013). “Universals in the World’s Musics”. In: Psychology of Music, 
41(2):229-48. 


Collaer, Paul. (1955). “Similitudes Entre des Chants Espagnols, Hongrois, Bulgares et Géorgiens”. Addendum. 
In: Anuario Musical, 10: 109-110. 


Collaer, Paul. (1960). “Polyphonies de Tradition Populaire en Europe Méditerranéenne”. In: Acta Musicologica, 
32, Fasc. 2/3:51-66. 


Duchesme-Guillemin, Marcelle. (1975). “Les Problémes de la Notation Hourrite”. In: Revue d’Assyriologie et 
d’Archéologie Orientale, LX1X:159-173. 


Comparative Study of Traditional Polyphony: Yesterday, Today, Tomorrow 35 
Duchesme-Guillemin, Marcelle. (1980). “Sur la Restitution de la musique Hourrite”. In: Revue de Musicology, 
LXVI:5-26. 

Elschek, Oscar. (1963). “Porovnavaciatvodna Studia k eurdpskemu Pudovému viachlasnému spevu” (“Comparative 
Introductive Study of the European Polyphonic Folk Song”). In: Hudobnovedné Stidie (Musicological Studies), 
Vol. 6: 79-116. Bratislava: SAV. (in Slovak with English summary) 

Elschekova, Alica. (1981). “Vergleichende Typologische Analysen der Vokalen Mehrstimmigkeit in den 
Karpaten und auf dem Balkan”. In: Stratigraphische Probleme der Volksmusik in den Karpaten und auf dem 
Balkan. P. 159-256, 216-227 Edited by Alicia Elschekova. Bratislava. 

Emsheimer, Ernst. (1964). “Some Remarks on European Folk Polyphony”. In: JIFMC, XV1:43-46. 


Grauer, Victor A. (2006). “Echoes of Our Forgotten Ancestors”. In: The World of Music, 48(2):5-59. 


Grauer, Victor A. (2007). “New Perspectives on the Kalahari Debate: A Tale of Two “Genomes”. In: Before 
Farming, 2:1-14. 


Grauer, Victor A. (2011). Sounding the Depths. Tradition and the Sounds of History. A Blog Book. Produced by 
Victor Grauer. URL: http: //soundingthedepths.blogspot.com 


Grimaud, Yvette & Rouget, Gilbert. (1956). Bushmen Music and Pygmy Music. Long Playing recording, 
with accompanying essay by Gilbert Rouget, and additional commentary and analysis by Yvette Grimaud. 


Baltimore: Peabody Museum and Paris: Musée de L’homme. 


Gvacharia, Vazha & Tabagua, Ilia. (1983). Basque folk songs. Tbilisi: Metsniereba. (in Georgian) 


Hickmann, Hans. (1952). “La Musique Polyphonique Cans L’Egipte Ancienne”. In: Bulletin de ‘Institut d’Egipte, 
XXIV: 229. 


Jordania, Joseph. (1989). Georgian Traditional Polyphony in an International Context of Polyphonic Cultures: 
On the Origins of Polyphony. Tbilisi: Tbilisi University Press. 


Jordania, Joseph. (2006). Who Asked the First Question? The Origins of Human Choral Singing, Intelligence, 
Language and Speech. Tbilisi: Logos. 


Jordania, Joseph. (2008). “Mnogogolosnie tradicii Mordovii i Gruzii v kontekste Evrazii” (“Mordovian and 
Georgian Polyphonic Traditions in the Context of Eurasia”). In: Finno-Ugric Musical Traditions in Interethnic 
Relationships. Edited by N. I. Bojarkin, L. B. Bojarkina, M.V. Loginiva, E.V. Sicheva. P. 116-135. Saransk, 


Mordovian State University Press. (in Russian) 


Jordania, Joseph. (2008). “Origin of Rhythm and the Defence Strategy in Human Evolution ”. In The Third 


36 Joseph Jordania 


International Symposium on Traditional Polyphony. Proceedings. P. 55-65. Editors: Editors: Tsurtsumia, 
Rusudan & Jordania, Joseph. Tbilisi: International Research Center for Traditional Polyphony of Tbilisi State 


Conservatoire. 


Jordania, Joseph. (2009). “Times to Fight and Times to Relax: Singing and Humming at the Beginning of Human 
Evolutionary History”. In: Kadmos 1:272-276. 


Jordania, Joseph. (2011). Why do People Sing? Music in Human Evolution. Tbilisi. Logos. 


Kaufman, Nikolai. (1966). “Mnogoglasieto v pesennia folklore na Balkanskite Narodi” (“Polyphony in vocal 
folklore of Balkan Nations”). In: Bulgarska Muzika, 2: 30-40. (in Bulgarian) 


Kilmer, Anne D. (1971). “The Discovery of an Ancient Mesopotamian Theory of Music”. In: Proceedings of the 
American Philosophical Society, Vol. 115, No.2:131-149. 


Kubik, Gerhard. (1968). Mehrstimmigkeit und Tonsystem in Zentral- und Ostafrika. Vienna: Osterreichische 


Akademie der Wissenschaften. 


Kubik, Gerhard. (1986). “A Structural Examination of Homophonic Multi-Part Singing in East and Central 
Africa”. In. Anuario Musical 39-40: 27-58. 


Kunst, Jaap. (1954). Cultural Relations Between the Balkans and Indonesia. Amsterdam: Royal Tropical Institute. 


Lomax, Alan. (1968). Folk Song Style and Culture. Washington D.C., American Association for the Advancement 


of Science. 


Maisuradze, Nino. (1989). Kartuli khalkhuri musika da misi istoriul-etnograpiuli aspektebi (Georgian Folk 
Music and its Historical-Ethnographic Aspects). Tbilisi: Metsniereba. (in Georgian) 


Manniche, Lise. (1991). Music and Musicians in Ancient Egypt. London. 


Messner, Gerald Florian. (1980). Die Schwebungsdiaphonie in Bistrica: Untersuchungen der Mehrstimmigen 
Liedformen Eines Mittelwestbulgarischen Dorfes. Tutzing: Schneider. 


Messner, Gerald Florian. (1989). “Jaap Kunst Revisited. Multipart Singing in Three East Florinese Villages Fifty 
Years Later: A Preliminary Investigation”. In: The World of Music 2:3-51. 


Messner, Gerald Florian. (2013). Do They Sound Like Bells or Like Howling Wolves? Interferential Diaphony 
in Bistritsa; an Investigation into a Multi-Part Singing Tradition in a Middle-Western Bulgarian Village. 


Vergleichende Musikwissenschaft. 


Nadel, Siegfried F. (1933). Georgische Gesdnge. Berlin: Lautabt, Leipzig: Harrassowitz. 


Comparative Study of Traditional Polyphony: Yesterday, Today, Tomorrow 37 


Nettl, Bruno. (1961). “Polyphony in North American Indian Music”. In: Musical Quarterly, 47:354-362. 


Rice, Timothy. (2010). “Disciplining Ethnomusicology: A Call for a New Approach”. In: Ethnomusicology, 54/2, 
318 -325. 


Rihtman, Cvjetko. (1958). On Illyrian Origins of the Polyphonic Forms of Folk Music of Bosnia and Herzegovina. 
Rad Kongresa Foklorista Jugoslavje. Zagreb. 


Rihtman, Cvjetko. (1966). Mehrstimmigkeit in der Volksmusik Jugoslaviens. JIFMC XVIII: 23-28. 


Rubtsov, Feodosi. (1962). Intonacionnie sviazi v pesennom tvorchestve Slavianskix narodov (/ntonational Links 


in Singing Art of Slavonic Peoples). Leningrad. (in Russian) 
Sachs, Kurt. (1962). The Wellsprings of Music. Amsterdam: Martinus Nijhoff. 


Saffran, Jenny R. (2003). “Absolute Pitch in Infancy and Adulthood: The Role of Tonal Structure”. In: 
Developmental Science, 6:35-47. 


Schneider, Marius. (1934 — 1935). Geschichte der Mehrstimmigkeit: Historische und Phdnomenologische 
Studien. Vol. 1 and 2. Berlin: Borntraeger. 


Schneider, Marius. (1940). “Kaukasische Parallelen zur mittelalterlichen Mehrstimmigkeit”. In: Acta Musi- 
cologica, 12:52-61. 


Schneider, Martus. (1951). “Ist die vokale Mehrstimmigkeit eine Schépfung der Altrassen?” In: Acta Musicologica, 
23:40-50. 


Schneider, Marius. (1961). “Wurzeln und Anfange der abendlandischen Mehrstimmigkeit”. In: Reports of Eight 
Congress of International Musicological Society, 1:161-178. 


Schneider, Marius. (1969). Geschichte der Mehrstimmigkeit. 2™ edition with added 3" part. Tutzing: Schneider. 
Shilakadze, Manana. (2007). Traditsiuli samusiko sakravebi da Qartul-Chrdilokavkasiuri urtiertobani 
(Traditional Musical Instruments and Georgian North Caucasian Relations). Tbilisi: Caucasian House. (in 


Georgian) 


Stockmann, Erich. (1956). “Kaukasische und Albanische Mehrstimmigkeit”. In: Kongressbericht. Gesseschaft 
fur Musikforschung. Hamburg. 


Tsitsishvili, Nino. (1990). “Folklorni paraleli mezhdu Gruzintsite i yuzhnite Slavjani” (“Folklore Parallels 
between Georgians and South Slavs”). In: Bulgarski Folklor (Bulgarian Folklore) 14 (4): 20-29. (in Bulgarian 


38 Joseph Jordania 


with English summary) 


Tsitsishvili, Nino. (1991). “Muzikal’no-ethograficheskie paralleli mezhdu iuzhnimi Slavianami i Gruzinami” 
(“Musical-Ethnographic Parallels between the South Slavs and Georgians”). In: Sovietskaia Etnografia (Soviet 
Ethnography) (2): 114-123. (in Russian) 


Van der Werf, Hendrik. (1997). Early Western Polyphony. Companion to Medieval & Renaissance Music. 
Oxford University Press. 


Wallin, Nils, Meker, Bjorn & Brown, Steven (editors). (2000). The Origins of Music. Cambridge, MA: 
Massachusetts Institute of Technology. 


West, Martin L. (1994). “The Babylonian Musical Notation and the Hurrian Melodic Texts”. In: Music and 
Letters 75, no. 2:161-179. 


Wulstan, David. (1974). “Music from Ancient Ugarit”. In: Revue d’Assyriologie, LXVUL:125-128. 
Zemtsovsky, Izaly. (1969). “Etnogenes v svete muzikal’nogo folklore” (“Ethno Genesis in the Light of Musical 
Folklore”). In: Narodno Stvaralashtvo (inglisurad) (Beograd) 29-32/69: 201-211. (In Russianwith English 


summary) 


Zemtsovsky, Izaly. (1988). “Muzika i etnogenez” (“Music and Ethno-Genesis”). In: Sovietskaia Etnografia, 
(Soviet Ethnography) 2: 12-22. (In Russian with English summary) 


Zemtsovsky, Izaly. (1990). “Music and Ethnic History: An Attempt to Substantiate a Eurasian Hypothesis”. In: 
Yearbook for traditional music, vol. 22: 20-28. 


39 


60677 GOGING30P0 
SIELOGHSCOS/bSISOHONIIMNY) 


LSHHBNSLM LOILIMIOONL SIEIGOLOL BILVGS3PL0LSOIBNL 
SKRSINSENL SLMHIINOD NLOMGOON0NL BIIGI 


Jb ImbbAb7d9 GsMdrsea,76b wobsFygabl wowa 33~mgZ0M0 SHegJGobs, Mrdqmby I-ydoerdo 
895390 0o doJgb esg9Qdomo. 8HergF HO’ (396OIE7MH OAL sesdoshjAH LobmgseEg7d9db9 ~oo 
3 1KHjMHI}SGO WBMQ{00—-M Lodmg_Mgdob BAbJQ300b9 ws |gbgbobob A_LGog@mo Fomdmses bb. 
IMB 769d9do Godery_bgdqjmo Sosomg bob A7bsdIoPIgdmse I7 gsb6gobo~s3 LoGMyRos~mer Lod- 
MAMAZd0L Qo{ZO@Qgmgoslb bb3Ie5bb39 Lobeaswmgdsdo. f9do sosmmg bob dDobs~@3Z0m, 09 bobergs- 
00995930, L9Es73 LoggsM mobs Ed Lo{bjomyAOmdob MosgobjRoemo gsderbsG30 sgods~ymos, 
+9300 AQB Os LoGMRos~me bodmgM]d0, 30EM] adsMdo, boEs73 LaJ/AErQMedob 4936- Ms- 
3079 35d bs80396. dQ 335Mo{EMd, Ed MdZO0bjR3I—M0 LafbjseEmWHo qQHmoghmed dob 
80d98da bsgergdos Loy304mb) bodegMob donb gba~m ds, asbbsgqjnM7b0m obgnobs, Mmd- 
7d073_ {xEEQIAJbaeEyedobs Cs adQwMASG@agdsb  39derbs 80396. HsZ0b-jR3se~ Lobog,0009d98do0 
JqOerhogmo gOdberdgd0b goeEder3qQdabob, 94939, Gogerqdse 3{b3eEg60m KoMd AgGsH}mMIdb. 

Agdo Mg5MmbsbMabom, LoGMRos~er bodmgM7d0 BgeEsMQd0m sbse~ma derg~ 76s qbes ogerb. 
398%] dogg0M0M7db Ob GIJGo, Gd shyMo bodIM_{M7d0 HZsMameEss go3;OQgmgoqmwo LHomMg7e 
09 gq{emhjmg7dbs ws b5og9E9d98d0, bseEs73 UAgkmdMogo Mogob-73eqd9 _ 3~Qereqeyew-M9- 
0,070 KoMIg60MsS BjZbEQeAmo. sdob bodoMob3oMMe@, obobo bs30M9d9e@ Jbo'dZbq—E—mm3Zd605 
6 LsqQMME@ 84 3363—g9d9 SoMBZq{EMYMRO~ L-1(3090%7}H-936-d0 37H 30-9HI3(30800 9736-398 
Bsembyzdbs wo Gdgddo, boes73 LigkmdMa30 qMMagMMmdg7d0 |sGaK~Qd0M 73H MesgalsjgRo- 
Od, JdsZsMoMIE, Lsbag39%Jeme Lodm|M]d0 IMIZCMsE 3,363E9d0 LboJoMmgZqcm- do, d9~396g0do, 
Fabs sbosdo, 94939 s3M030b5 wo sboob dngem Gog, 3°70 3H7ddo, dso BoMab, msbsdjqeMer3) 
83- 5 3-d-Vbo39do0. 39MH] IbMHO3, LAMROI~M LodegM|db 394 363e@9s0M Imbse0M)-Jgd- 
303939 Sagdqqdbs9 Cs 37dd969ddo, MdQ{~mos beo303E—WO-g3mMbedoNMo LHHjIa WHS RM 
SEMALLEJEMOS, 30EM] A_bsJmbegqd0b Cs doGsmderJdg~ dob. 

LBMQRIME Lodm_Ms, GMgZMH 3 sqQ@wByoob ghm-ghoo y3qesb] 33M Hoderyseradg- 
Sqjemo gobMo, 137+36g9dM03, 09 bsbegse@9d9ddo a3Zb3egQd0, Low@sG, LgkmdmMog30 qjHooghoemds 
Jm@Gobqdsde7 sg@domymos Co boEs(3 8dGHMZ939b0, MMamG?y Fgbo, IzeyQGse@ obagqd006. 
LoHMHRo3~Me LodegM|d0, HmgmG?y bbb, BqwByOymoe pdseEsMoqjem y3mGdIGddo gsdeobs@- 
5396 sesdosbgdob 07698603 abl hobs dbo ws LyMZ0~Mgdb, Gmdqmos73 Bacmmhyjms  obderdb. 
gb sto g7bdosb {9 ROmow@ob oes hobdqj~mo bofbjoerqHo ModoeEob Ladsmods(300b A7bob9d 
(Freud, 1997: 16). my 1396 L63.esbb3o LotergseEergdsda LoGMQZoI~M LodegMpdob BobssMbbs 
8 JB038(308b 935330ME7d0M, IsHOMs3 J7Zd~mg7dM Wsgabsbem 393dOMo LoBMe30o~e~ bod- 
LAMAdLS (36 Gmds6HogZ4ero Logg@Amob oegsb5) ES AsbI-qj~o Lydb-yser~7Go JolbGHsy3969d01 
god bsG30b Bomob. 

BsZ9MOMSE, O8Mb4MHO 3Mg9eMqHo MoaMo30b gersbogqjMo Lsbode_{He gebGob 03537b 
a9 sob sabegbgero LogzMymob gHdberd9, LM dSjemgs@Qmo BMR08~M Lodmgmydoob 
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098 gbodsdo0 IqHs_MM {mse sHob sefgGomo Joc~ob Ugbjomyjmho dodbowogz7erd9. go6bo- 
ZYOAZb0M LsabSH {MAbs dsse~mygeb6gobs ws Dbogmomb 493% bb39 MG 72,0mbGo Bog: Qgmgoymo 


J4- 2Qr6moseob sag bas", Gmdg7~m G73 bsy38Me~gd0 gs6maseals weswegmdsdeEg owes wCsb30~eb76 
JOnds6yob, GsMs MdZ0E36 so3o~mb MYdsbob, jRM@mbadabs ws Lotmaseegdsalb FyMods wo 
LoM3b30co (Pinto, 1955). Jomo LsBMRo9- Lod—|{M_dTGO, JAGATLI®, gsCdIO(39d-jeras Jo- 
MO’ bomsdst] es dobo JogP{eomdImmds jodgeme AgggoMQdqjmobogob. borarx9% dbg~mo boo- 
IJmos, OF Bybsowo MsbQo Loxydomo, boygoGqjmby or bAgbrdGo3 cwhomz9bq, dsa6sd ghoo 
30 Boogmas: LoGMqH00~e LodmgMmgdob ~7d7Ggbdsdo g9Ed-(39djMmOS 09793 7d9 Co bg3Z0>», 
493 Ugdls-qoe-qmo Es HedsbHogqjero MBemgob mdagdGob dDo-yjPG3emde~mdanss gsdImG3qqmo 
08, BdoMs@, Loddsme~mpdoms Cs smgB-jHO A_BsAMMQ0M gsdImobs do. 

3093 JOO ob3q4Go, GmI{~MZ Agadengds LoBMR00~MM Lodmg_MAdob g30s6~e@ge@m Fomder- 
A-dsb seEsksjO7Pe97b, Ismo D7bHyergdob Lowe bsbosmos. 7b gs6bs34mg7d0M sd35Hs beogd0, 
4339 Lome LodIM_M|db 39@9M {dm greg dhoqM Lodmgmgdbs Ed (393390b, Gedmgdsoy 36- 
MMESS 3930434 7dALA GHHswoa ayer, DoPGonderfdqwm7dsd@je~m Ed obE-qbAMosdIo{M boberaseerg- 
390d0. 3eeg doy odm{H7ddo 33qrobbdIod sH3 ASH APG qempdab ‘Howl (yz97390 
AqLAA~7d5b), sM3dQ{e@ Lodeqmol yxqbJQosbs3 es Dobo A7bG_~pdob dJosbbo3. 3oemgdGoyo 
Godeqmddo gb dobbgd0 4Q™zM- LobmgaseErgdsMagZ08, Dsgomomse, XZ3WRob [Fg3%9db Aermobs 
393d0M0L 3.8608) 3073983, sdabeob asqdgmdgbgdo, 36 q3qmgbo deobs3mob Dqmb 36s mdg%mo0- 
Lodo. bsGhMGQ{oI3EM LodmqM7db, dodobs3 30, M38 obabo 3mm~gdGoyMse wo IMogZ0~mbIosbose 
LH 7emreEgds (LsJsGngqe~mOdo, 3335690, 08)s~08T0), RM 307M, 806Mgb-y~o gMdberdgd0 
8 M9I7d0 8derdMI39db, 9938 30, gb GobsMbo dsobly Lsbmgasemgoob dog domgdqew Cs |e- 
Faso 30MI76TGO joES oymb gvderbshymo. 

33 drbLzbA{60b gMo-qHno (376HMs-jHo 9bHo obss, 4d boMRZo3eE~— bodm_ms, MgQMM(3 
Rsdeygomod demo sb, LOymose Dz AQQM_dqC~MO ~O~S Yyroa~mager s~osdosbjHa g3-me~y(3001b 
SEM]AO 98)93898%], Agbsfobgrmmdobs Es dJoGsmderJage sob gohabsdegq sMbydqjer boberaseog- 
49300. Log9Mo7jAMs, Md dsdob 96 sHbodmdbos odeEgbo UylsqjoemjMa 93Gds~39, Msde@76b9¢3 
LOE 0963d}EMM37 L5Ferg,90-9d9dd Zb3EgGd0M. HMgMH(?3 6mM~Me S7HoMEOL bego |9d-330939 
80g30M0M7dL, CEQObLsMgZab HZsMomeE 39Z437eJdqero IAmbegasdos (4MgMGH(3 393986, 86939 Jo- 
M7db BrGob) 9% sbsbosmg_deEs seEG je sE3d03647H Lbo%ergseongd9db (Ryan & Jetha, 2010). 
Ap7bsdsdabse, Imbsemmebyers, MEd LshMRos~Me  LodegMAdo0 43H g3086 ashoboe~woge, G-(30 
(30306043039 83OdIES Hsgalsjq smo LTbo ws 935360 IrGHse~mnHo ymreg{bgd0 wosbgMas. Ismor- 
$83, HSH OES IM_MMENL Loeb WwAMG308—~M bodI{MOL wo g9dmMMJ]{0dEgb Loy{o-qjeomsb 
2838300 7d4O_ _g-7rAs8qbo~edob, OAZo abGodQhHa QMoagMomds segZ0~Mo Ed 477 bONeEdZ09 
Lobergseerqdsdo? 

39MNMSS (6mbo~M0, Gd WAMR08—~M- Lodm_Ms 3448 QMoms wowed bsfFo~rabmgob 
G08 Mse-jHo gobMos. Gemds6Gogyero LogzGjmo Ed Dsbosh Co393d0M_djmO bJgbeodsmogo 
HEEB 0368d}EMM39 8-8-d-ybogobs E8 HMs:e03074mo Aqbogob wow@o bsGormob’ doHomse 
Bobs MLL ‘Aqs@ag6b. 94937 COOL, LogHZoJHQer05, GMI LoHMRose~re bodegqmdb, Bgbsderms, 
SIH {qesdo EG] bys 0% SJeobesm ob dbod36g~merds, M373 dsm Jdemggzos69b0M Imodsergyb. 
852, 9M0MSE, LoBMe09—~e- LodM_M{d0 96 boQMaMeE oH sHob, 36 doe~rosb ODZO08M08 M3638djGEM3) 
Berb30%7-49dRGE37d9e% boembgdb AmGob. ,,9%M-gHMO y3Z7CrM9bq _ HsMOmeE gsgO@Qgemgoymo 
domo b3d93609%E mMaWgMs-jMSdo sHob ob, GMI Memds6Bagyero Loygoqj~ob mgds docrosb 
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B60DZ6j}EMEgZ9608 HOIMIM0Z HOsIeE0304~ Iqjboz0eyjO O7sqMB AIO. gb sbHo sdbeomyd joe 
SOSLGFOMOS. LBMQoS~E Lodmg_m7d0 960936j7~mmz8605 ALMEME CawGO BWA qQoqdobsmg0b~ 
(Brown, 2000: 249). gmbmdjbogmemaqdds 3939. 073096, Gd HrdodsGo3  3jywhymooo 
HIM SZ~MA LOSE 44RZb A 77OJQombsem-qMa (jeAd]IH gsMsysbadab ByMdobaM ,,msbegdyeo") bod- 
LIM Ad0~, MeIe~7d0(3. HXZ7VQOL, Lobeaseergqoab obG MALI’ gdb5b-yHqd0. 

8erb6 300% 7-49dg,.H139d969 Lobergs-r9d9ddo LsMqo3~e Lodmg_Madob jAerbeomds 96 bod- 
FomH) sosbs Mb, Ged LoGMRos~we LodmgMgdo g30s6hegmoa SqHomeab gymmhjoymo g9630- 
MsMd0b 4jeE9,0 jes agob. 7b GoJGo _7jobssmdeyagos Bmgaqghmo ggm~aqyombob sol dobsb- 
M7d3b, GeMd~ob dDobje3Z0n873 Igbogs LHOMmQ@ LJgbmdmog30 B7MbgZgobmgZ0b joes gohgabo~moge 
sesdosbob g3e-er9(308d0 (Miller, 2000). gama dbGH03, dxqboZs IsHoers(3 sM{0dqob 3%db-dgdb, 
Is GreHob, bofbjomyVObsy. OMgZM%3 Iqbogobs wes Hgob6ob 33eg30b Aq9egg,980 33043969896, 
Ijbagsb ~799M530 L63s.eE5b639 gMdbmdob — MsbsgHdberdob, wsMeob, s3Mgboob, b{bjoeyHo 
MBrmgZob, wJesdzomjHo gOdberdob ws 8.0. — go—g30d9d9 A7-jderos. sdsbosb, boox-qdZG@o sHs 
332136, 30930JOrm, Mad Igbogs L3q30R03 jG LJ jo~ Ho doboeEgzo0bsmg0b avbgonsMes, 
obes(3 adab 390m, Mod HmdImdMo3o0 HMseagaqjmo Iybozob qjwrowgbo bsfow~wa 3mmy]JGo- 
408. JAMOLAQMH ag6ob~ HAmMaob ImdI’M|qG0b dobge@30m (Dawkins, 1976), 93meqQ30%Q%0 
HZ bLSbKGHabom B7Vderg_ogmos Gqbo3ob I4mbes Ms0dq IbodZ6g7~red9 geremgdiho3do 07698030 
goEsMAg3ZobmgZ0b, 030 IbME~OME obeEagZ0@ JIM WMO A7ZXOdsMabMZOL asderaggbzdmeEs. dob ges300 
adabs, 4d gb sbHo sesdos6jHo Lotegasworgdsob gsbgamnsMgd0b A7bE{eEymro bye3Z0b qe 7A08, 
030 Sed qmsGqjmos, orVI39, EEQL IHMg_{bombsmpdob Dbr~ME 394339q~MO XZjRO0b dogh 
SH0b asbosMgoqmo. 

852,90M0008O, (3968) MSM 843M039GO 4/3398 30g,999dL, oJAmdMOZ90 8 4430 bo8Mo30- 
Ser LadmgM|d0, domo Igbogob qjreoe bo bsFomo LH Ame 7d9 jee~gJHoqMse Cd IHs30cr bdsdo. 
Lome bodeqmsb 30399960 04969596 odobsmgob, Med Bqsgbmb6 Loh-yjdg, Mogoe@s6 say3o~eb d~ys- 
G2020b Msg~@5bbds, 96 CEobderamb PByqdo IoMBmeE yroxbobas6 asdmG3zqc~mo Dodo. dyddIg6gdb, 
3082d89H0bs 90886EGO_ 4(36-3H7d_Ierbse0j-49d2.37dc~9dL, MMgZMM (3 Bobb, Logmome 36 943m 
LBMH{a3I~- LodIm_M|d0. 3 ydIZEZd0b QmZrmMol Coe 3MOqdq{eE~rdo, GMIg@a3 1911 Foe’ 
adoro (Bleek & Lloyd, 1911), 54 sGob 3473 gHmo WAMROIEM Ladegms. Isa Lodmg%7dob 
09 Ggbrd9s gq6JEZombsemnMos Ed Obgm MgdZdMs659 Woz03dOM_dqeErMa, Medqmons(3 |9(30m~gJd0M 
LOLED sEZOMO ~JVHKoMS30 SADIZHZOL Qb3{MHQd5b5 Gs YOJMdTdO, B0EM] Gmdsb Sogo bo- 
g30Oeo: 9%], Ge, Gbeggergdo, OoagMomdgd0 sesdos6gdbs ws (36-37~M9db, sesdosbzdb5 ~~ 
dqbgdsb Gomob:. 

M3sHOd 3H goes S4eorbeqm 67dd767db Lsbog30Ojee bodeg%7d0? 3865 Ismmgo0b bdgbeo- 
84030 coo~3s 6043693860 3H sHob? Ms MJIs WOes, sHobL. Ado sbHam, Ajbsdegdgemos, 
3039MS7}EOH, MEd ZoosdssGob ~78d6- Go 4(36-gH7d_ 0-70I969db LoBMgR00~m Lodegm|b0 odo- 
Bed 9H 943m, Ed Isnnsh bAgberdGagz0 jHn0ghMds 9% sHob aby B7ZbEjeoymo, GmgM3 gb 
2083 3OZ0M0GI309ddos. IdAZ8~MOMsE, S7dI7E-{H Zqbgob BmdIdo boJbo 453039306 msdsdob 
GsGFomos. ,,g76g0b Gedo’ 39393960 39Mase@ oH LyJbdo gomgZo0m(36erd0q9MQO-4e~mg9d0 odob |sde-, 
49 dsnngob jRmeOb gdb Ladb-yzs@mqmo (36mg{HqdS WCoRVAe~wo oH sHob~ (Shostak, 1976: 
263-267). 93M 7803, IMBsMeE ob, ds GmGob, es-dISbs3 I4erbosor 06 00-4H-byls-qjoeoyWHo 
JM0}MHHOdS 457363H9d7EM d96sgos6 sbemb. dogmosb dbgmos 693939d0b sbamo Lyd b-qjoe- 
HO MdZ0b~79309d3 GFOMIMZ0@Q06—MO AZ76Lb_ MsbsdqMMHMZ7 Cd H9dyoMd4~ Lobergse@ergqdsdo. 
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IMHOIMOS, BZ7bgob Aedob 39393980 sdobogob bsbosbsb Ib-jdjJoe obyxgdmeEb76, dvgM%sd od 
09dm63939d0, M730 Ab JImrdmpdabs es {639 qjRMebadobg96 ImMIMMQ60M beE_dmEs, dso bIErb 
549306 VImoaws. IbM~MME dsdob, GO Gd QRmMeb7d0 47qbGH_d696, 393939db Bx7Jlo30696 wo 
IerAGiengegde696, Md ,,GFgbogMse* (Lodo g9%7d9) gosdsdsm (Shostak, 1976: 267). 

303,099090(3, 3548 mdM039E, 94939 9 Zb3ZeqQd0M LoGMHRO8~MM LodEgM|db. Jommsbs3 dJo~g- 
SK Qs Lb joo WHoagMnmd9d0 ImbsOeE bsngbs37db Boab. o6(3g4bGob Gqdnb3q30b sef- 
JOb 3eo@ob GyM6dyeo (Turnbull, 1968: 112-113). AsGoseros, 30399980 o63gb8b bsbom36- 
Z0mMe doohbg3Z76, ds34od, sdoZ{EMergjcmse, Lo3zdsme BeomgMsbAjmoe 33,98096 Es MgZm@o<b, 
49 sdb ,,69d0bd09G0 sbsergobOEs 939M... 3oJGdG039.0 9306 94393b y_Sswegdob 
a3gbHob G7dnb339db" (Turnbull, 1968: 113). Agbsdsdobse@, LigbodmHo3o0 Gbo3MgQd0b mMasg0- 
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NINO TSITSISHVILI 
(AUSTRALIA/GEORGIA) 


EXPLORING THE BEGINNINGS OF LOVE SONGS IN THE 
LIGHT OF EARLY HUMAN HISTORY 


This paper is an initial step towards the bigger research project which I am going to undertake 
in the future. The central idea of the project is to examine the possible origins and function of love 
songs in human societies. I am interested in examining the distribution of love songs among different 
societies in order to test my hypothesis according to which societies with stricter taboos and stigma 
on sexuality must have more focus on love songs than those without. This hypothesis suggests that so- 
cieties which exercise freer sexual mores will have less need to sing about love, and especially about 
such common themes as heartbreaks and frustrations as well as overstated metaphors of eroticism. 

I propose that love songs must be a relatively recent phenomenon, because they thrive within 
the cultures of strict sexual restraints mostly among the large civilizations. In contrast, they seem to 
be less significant or absent in small-scale societies with primeval social-economic formation such as 
hunter-gatherers. For example, love songs are abundant in Georgia, the Balkans, Middle East, but also 
in parts of Africa, in Asia and Western pop and rock music, but largely missing among the Pygmies 
or Bushmen hunter-gatherers, whose social and economic structure is of earlier formation compared 
to those of farming societies. 

Love song, as an established genre in a culture, is predominantly customary in the societies 
where sexual activities out of wedlock are disapproved and often severely punished for a variety of 
reasons. Love song possibly expresses the suppressed instincts and desires in a culturally approved 
way, and as such seems to be in accord with Freud’s idea of sublimation of the suppressed sexual 
libido (Freud, 1997: 16). If we have a closer look at the meaning and drives behind love song from 
different societies, we can see this connection between love song (and romantic love as concept) and 
the expression of suppressed sexual drive. 

For example, a Japanese classical lyrical song genre oiwake is about love which was not destined 
to happen. Bulgarian love songs are mostly about the woman’s sexual attractiveness described in 
metaphorical terms, revealing desire. Particularly interesting is the dawn poetry in Balkan societies 
as well as in many other parts of the world, in which lovers have to separate at daybreak so they are 
not ashamed in the eyes of family members, elderly and the community (Pinto, 1955). Georgian love 
songs talk about the woman’s beauty and how unavailable it is to its admirer. Whether we are talking 
about love or sexual desire is hard to find out, but one thing is clear: most love songs are about experi- 
ences of frustrations and sadness caused by restrictions or obstacles towards fulfilling one’s sexual 
and romantic desires. They are often expressed through symbolism and poetic metaphors. 

Another aspect which might prove that love songs have more recent origin in large cultures is the 
solo character of many love songs, compared to the collective nature of singing and dancing in most 
pre-industrial and pre-farming societies. By collective song I mean not only the style of performance 
(performed collectively) but also function of a song, such as collective concerns and aims of the 
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performance, including group’s coherence, weather control, or achieving better crops. Lyrical love 
songs, even when they are polyphonic in many polyphonic cultures such as Georgian, Bulgarian, or 
Italian, have a more individual concern, albeit collectively approved. 

One of the central ideas I am proposing in this paper is that love songs as an established genre 
would have been largely irrelevant in early human evolution and pre-industrial and pre-farming cul- 
tures, as early human societies do not seem to restrict sex as much as do more modern large societies. 
As some recent research points out, monogamy (both for men and women) as we are familiar with 
it in our lives today, was not a characteristic feature of early human societies (Ryan & Jetha, 2010). 
Love songs, then, should have become relevant in the later civilisations in which female sexual free- 
dom and sex in general became tabooed and therefore, love songs became a cultural expression of 
various concerns associated with the constrains of sexual morality. Indeed, why would people sing 
about love and problematize love, if sex was an easy and simple endeavour? 

It is a widespread belief that love songs are central genre for most societies; indeed, romantic 
love and related themes of sexual attraction and desire make a major part of modern pop, folk and 
traditional music cultures; however, love songs may not have been the important part of early human 
prehistory. For example, an absence or insignificance of love as a theme of music-making in some 
contemporary or documented hunter-gatherer societies is worth noting. “One of the most frequently 
perpetuated myths about the music of tribal cultures is that romantic love songs form a substantial 
component of their repertoires. Nothing could be further from the truth. Romantic love songs are 
prominent features only of large cultures” (Brown, 2000: 249). As every ethnomusicologist knows, 
most tribal societies have the so-called “functional” music, mostly for collective concerns. 

The absence or an insignificant share of songs about love among hunter-gatherers should be- 
come the foremost support for the theory that love songs must be a later development in the evolu- 
tion of human culture, and that music was not used for sexual selection as some evolutionists argue 
(Miller, 2000), even if we all agree that music arouses strong emotions including sexual ones. As mu- 
sic and brain research suggests, music can arouse positive emotions in many different areas of human 
life — empathy, sadness, aggressiveness, sexual desire, infant-mother bonding etc. Therefore, there is 
no ground to think that music developed specifically for one-to-one sexual selection, more so because 
most tribal music is, again, exclusively collective. Selfish gene theory (Dawkins, 1976), according 
to which music could not have been an evolutionary feature for collective survival but could only be 
used for individual competition, can be seen as a popular but limited view of the human society and 
its origins held and promoted by modern middle-class professionals today. 

The Pygmies of Central Africa, for example, have a very insignificant share of songs about love, 
most Pygmy songs are collectively performed, and solo practice usually occurs in order to fill silence, 
prevent predator attack and combat one’s fears while in the forest. The Bushmen, the hunter-gatherers 
of Kalahari Desert, too, seem to lack love songs. In the source of Bushmen folklore, which comes 
from 1911 (Bleek & Lloyd, 1911), not a single song is about love. Most of the songs are “functional”, 
and deal with the subjects that seem to occupy Bushmen life and mind more than romantic love: the 
sun, the sky, animals, relationships between animals and humans, nature and humans. 

Why should not Bushmen have love songs? Has not sexual desire been important to them? 
Of course it has. However, it is possible that people of Kalahari Desert may not have love songs 
because sex was not as restricted among these people as it has been among “higher” civilizations. 
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For example, sex was part of the /Kung children’s playing. “!Kung children are sexually aware at a 
very early age because of the relative openness and acceptance of adult sexuality” (Shostak, 1976: 
263-267); moreover, pre-adolescent siblings had sexual-intimate relationships near their camps. It is 
difficult to imagine such openness of child sexuality in a strictly-tabooed society. While children were 
mildly scolded for having sex with each other, parents and other adults were clearly aware this was 
taking place. As long as it is done away from adults, children are not prevented from participating in 
experimental sexual play. If they are seen by an adult, they are scolded and told to play “nicely” (that 
is, non-sexually) (Shostak, 1976:267). 

The Pygmies, similarly, are known for lacking love songs; and open sexuality such as having 
sex with their relatives is common among young. Colin Turnbull described an incident of incest 
(Turnbull, 1968: 112-113). While Pygmies consider incest a shame, they simultaneously tolerate and 
even accept incest as a normal thing and as something that “‘any youth would do”; “Almost everyone 
seemed to dismiss the act of incest” (Turnbull, 1968: 113). Thus, the absence of strict taboos on sexual 
relations among the Pygmies corroborates the idea that sexual morality was less stringent, also cor- 
relating with the absence of love song genre among them. 

Nevertheless, surrounding cultures have had a strong influence on the !Kung as well as Pygmies. 
Aspects of the /Kung and Pygmy sexual-reproductive practices point to the strong possibility that 
marriage and monogamy are imposed on them from the surrounding Bantu cultures. For example, 
there are features of their social organisation which are contradictory. Marriage and monogamy which 
they practice, for example, contradict to the practice of pre-marital sex and incest both among the 
Pygmies and among the Bushmen. The wedding ritual among the Pygmies, in fact, is a direct influence 
and even adoption of the surrounding Bantu village rituals, while Pygmies do not have wedding/mar- 
riage ceremony themselves, unless influenced by the villagers, again pointing to the absence of strong 
monogamous relationships. Bushmen women, can leave their husband whenever they wish, divorce 
is not an issue and is quite common. If monogamy/polygyny and marriage were a well-established 
practice with roots in the remote past, divorce would have been an issue, as it is among large cultures, 
including Western cultures. 

Svaneti and Lechkhumi in Georgia are the two regions where pre-Christian culture has survived 
to a greater degree than in other areas. Svaneti also seems to be the only region in Georgia where 
there are no traditional love songs. Based on fieldwork material, well-known Georgian ethnographer 
Vera Bardavelidze described a ritual bosloba, involving overt imitation of sexual intercourse between 
half-naked husband and wife in Lechkhumi, while the rest of the family were watching (Bardavelidze, 
2005: 144). Based on available ethnographies and fieldwork questionaries, she also proposed that in 
the past this ritual must have included actual sexual intercourse not only an imitation (Bardavelidze, 
2005: 146). 

Love songs seem to be common in the societies in which contractual marriage with its associated 
sexual taboos (monogamy, or polygyny) is well established. Often they are expressions of frustration 
and longing. Among the Zulu of Africa, for example, women sing love songs with the accompani- 
ment of a musical bow umakhweyana and ugubhu, and this was characteristic of unmarried girls. 
These Zulu women observed avoidance after marrying, and as a result did not play and sing during 
the observance of avoidance (Joseph, 1987: 91-92). As stated in the literature about the Zulu women’s 
love songs, it is because Zulu marriages do not generally spring from romantic relationships that love 
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songs constitute a significant portion of emotional expression. Zulu girls also sang love songs as an 
expression of their longing for their husbands from whom they were separated for several years before 
they could start living together, despite the fact that they could have a certain degree of sexual inti- 
macy. Thus love songs as a genre in this case is a result of restrictions placed on sexual and intimate 
relationships. 

The Tuaregs of Africa too have love songs about the sorrows of a distant lover. ““Tende” songs 
are means for expression of love and anger, for these sentiments should be kept hidden or expressed 
indirectly. Tuareg Love songs are also about separation (Rasmussen, 1998), which is not character- 
istic of hunter-gatherer life. Among the Tuaregs, sexuality is so ashamed of, that open mouth while 
singing is compared and associated with genitals, the reason why men veil their faces/mouth (Joseph, 
1987: 92). 

While in the West marriages sprung from romantic love and a certain degree of sexual freedom 
is norm, the abundance of love songs in Western cultures can be explained by the fact of what is often 
described as “imposed monogamy”. Modern literature about sexuality growingly supports the idea 
that monogamy and polygyny (one male competing for an exclusive access to many females) were not 
characteristic of early human societies and earlier stages of human evolution, when humans lived in 
small bands and when large scale societies with farming and monetary exchange were absent (Ryan 
and Jetha, 2010). Therefore, love songs must have emerged later in the course of human history, when 
sexual relationships had become a complicated matter, imbued with taboos, monogamy, polygyny, 
restricted access to females, demand on women’s virginity upon marriage etc. 


The Case of the Moso, China 

The Moso minority of China are known for their unique arrangements of sexual and reproductive 
life. First, they have matrilineal society, in which a household consists of a woman-head of family, her 
daughters and granddaughters and her sons. Daughters remain in their natal families, as well as sons. 
Second, they do not practice (until recently) marriage. Women take lovers, who visit them at night and 
leave in the morning. Sons of the family, too, visit their lovers at their home and then return to their 
natal family. As a result, women do not depend on their children’s fathers or on their lovers for living; 
the men of the home are brothers, who are uncles to the children of the family and take care of their 
sisters’ children. Women can take multiple partners at one time, and it is common that the different 
children of a woman are from different men. Paternity certainty, some sources argue, was not an issue 
among the Moso. Jealousy and pressure on partners, therefore, is strongly avoided and disapproved, 
the initiation and maintenance of a relationship is fully dependent on both sides’ wish. It is unique that 
women can have sex with multiple partners, and one woman may have children from different men. 
Marriage, then, practically does not exist, while families do. Families are thus based on matrilineal 
kinship, not patriarchal marriage. 

While the Moso are matrilineal and exercise a considerable degree of sexually permissive re- 
lationships in the absence of imposed monogamy or polygyny, they still have practiced a form of 
strictly organised family and sexual-reproductive relationships. The Moso is also farming and pas- 
toralist society, surrounded and influenced by the civilisations of China and Central Asia, and this 
must have had a stronger influence on their social and economic structure as compared to those of the 
hunter-gatherer societies. 
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In the absence of formal courtship rules among the Moso, an oral consent or an antiphonal song 
might have been a way of expressing one’s consent to the proposition of opposite sex. Examples of 
such informal proposals could be phrases like: “Can I stay with you tonight?” or “Stop by if you are 
free tonight” and response might have been expressed by “an encouraging antiphonal song” (Shih, 
2010: 77). Either a man or a woman might initiate the courtship by singing a suggestive song (Shih, 
2010: 77). It might seem contradictory to the theory pursued in this paper that the Moso, despite 
their matrilineal, matrilocal and “anti-marriage” social structure still have love and courtship songs. 
However, we can see that the Moso’s visits to their partners were done at night time, so there seems 
to be a certain secrecy and moral propriety to be observed, which might have been expressed in the 
existence of courtship songs. 

In conclusion, I would like to stress the importance of the study of love songs as a genre. Love 
song genre seems to have developed in large cultures in which marriage (either monogamous or po- 
lygamous) is a major institution of sexual relations and reproduction. Societies which have sexual re- 
strictions — taboos against free sexuality, or those who consider that sex must be for reproduction only 
or who propagate that women’s expression of sexuality and interest in multiple partners is morally 
wrong and unnatural — inevitably proliferate in love songs on various themes. These themes include 
unrequited desire due to women’s unwillingness to give in to open sexual relationships and due to the 
illicit nature of love affairs out of wedlock. 

In contrast, societies which have lived in smaller face-to-face communities, mostly hunter-gath- 
erers, seem to practice much lesser degree of contractual marriage institution; often marriage as tradi- 
tionally understood in our societies, is absent, or seems to be adopted from the surrounding cultures. 
As a result of the absence of these marriage institutions, sexual relations were less restricted, and the 
need for love songs, less urgent. Therefore, trans-cultural examination of love songs in a broader 
context of sexual-reproductive and social institutions is essential for further inquiry in this subject. 
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30908) 9dSq D_bOemqoob 35G9—~g09db] IsMHOMdsC0E9dj9ma JOobHosbzdobs Es LAG 8HsJ- 
Gog9do. Loos 993-7d6gd9 LyMdosdo, 3gMdmMeE — dqmaMseEGo yozserab GM GbsE~ro Iybogocr- 
00 3HoJGoZ0b A7LFog@mob b3gq3030349% 3rbA_JbG do, Go byWrb BR ymdb dobby weo33H0b 
093069894 sdb. LaMdos FsMImseEa76b (3968 Moemjho somysbqgnob HyGoGmMHoob, wcmrgdw) 
Ag7derbsb-jero Aweow@sHa seEgZacmdMaza BMse0309d0M, Mmdg~a3 396663039d-yera gogc~qbgdo 
0339Joo- oJ segoma 34erbeos bIGA~r~Osd-jsbeZ0b30MJnob, smderbs3emgnob Es (3968 MoejhHo 
J30Er30b gqmh_aqmo oe pb8mdqoob Cosma bs6gGdmo30 wHmals Isbdo~r'by. 

SOL738L HGNC QnbMIgLoZmMmegoyHo mMOG{MsG{Ms MH QONIVMNES393d0M]dje~ Ob- 
487996869 — yozeerabs E83 67067. M037 AbbAMAd76GO Bg7eob gHdoZ0 ~yQAbOr BeHgaBgdo0b 
X39BdO, GdgM0(73 BOM sHob go3ZG3gmgoqjmo HOeEamM|H 83M039d0, b5dIbM{M-Cobs3erqQm 
Ld (396 HMIEY7H soodo, 9349039, 830%] sbosbs ed bsdIbHQ-sMdIObs3~g0 93m3sd0 (Basten, 
2003: 4). 690 3363989, 4mgMH73 OHO Lsbobs HOLA AIF GO, L3Gb-@o Cs Or{MJ-Qe~o. ob ob- 
sdjMo gq qjoob IJrby Bsmbdos go3MGgergoqjmo Ed b3973030374H09 QMdsbyero ~wobsberg- 
dqdobmgz0b (Basten, 2003: 4). ergs ss Iboerme 670d, 3687, Lobogseom@, Wyjg}0-4Gds dvybo- 
399, dobo gbogo34Mo M0H97d~70M9d9d0E36 gederdwabsM], 0839 Mds30b0 sego~mo Jbeoozcroe 
Axabozobs (World Music) @s Io3j~ms@q@wo dIgbo3ob ys6%qdd0 (Bohlman, 2002: 56; Peterson, 
2008). M993 Bqq6gd9 _jozoerab?, soempsbynabs wes OAHJQnob ByHoGoHosbQ, ob -Wos3:@gboe 
Lobogmer LsJdosbrdobors6, g7dmE, AgbsJmbeogmdobos6 wsZ9ZdOM|d-yeo IqboZ0~jO B)Mo~o- 
G0bMI6 sLoRoMEgbo. 39 ObLHH AIH 0b godeohgbs HBoMam aqmaMsg}o jew HqMoGmMosby wo 
8500 58M5Z0 Lsbgerd9 doymomg{db dso dZqersdZ90—9 FoMdmdIs3~rmdsby qdIZGegb gqjewihMgddo 
(Basten, 2003: 3-6). 

89MM) IbM03, jozoerab Bq7b369d SHIA dmb3(3999d0 yrROmMO oQZebersgo0b BgMaher- 
Go9b9 8% admg3o LEAD 3ob-76b 0d3%9, Or GMgZOM gsdrhbeEs 7b bs3M30 Jgqg6ob Lb3vreobb- 
39 gmbo37Ho X{7ROb’ BMsE0(3098d0. 39MdM@, (36mdo~mos, MEd ob 3363989 dogqrPmbosbs wos 
LgMdqmdo, dobby] 739396 sedsbgerQd0, d0348d MaMJdob q36erd08, G-md gb o6b8M7dq6 G0, 
534939, bAMoq_~mO IQboZIE~OqHO HMHs:eE0300b bsGomos gobagzob HyQGoGmMHosbg. bozombol 
3382.939b sbersbs6b BoggsMs boozqdZQ7~o, gh LAsoo73 Jobo g4m-ghno Bgeqa09 (Zakié, 2012). 

3838 20b 5330014 abgMg7b0 LaMd_mGo IsMOmdswowpsemjMo, dsob%sbGoyMo Log3~mgbor 
Beegb6gd0b smmMHdobydsbors6 5393d0M|60m gobsberwos (Jovanovic, 2012). gb Imbes Jggy9- 
6sdo 4399340 8mm0G03°44H0, 936edo34H0 Ed QHo3Z4%o 3Hobobolb EMEb, GmdIF~rII3, OmgZ%M( 
9bg53b J9dmb63939ddo Ibogmamb IobdGsdom, F9HdMd3s wob3zjbog7d0 0E76GyOmdob sbs~m bob- 
2398036 5353d0%Qd0m (Todorova, 2006: 15, 128). GmamGy 9b LsGos 9d)30(390b, obobo 
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SAMBoQArbobAgdab 068 g3GqBo(305, Bgdo, MmgmG(3 deobsGoerg--9d330M7d~@ob (Cooley and 
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7006 533G0b 33093940. obobo boob MAb Mgdob _bqdo IsMOMdsCOE7d~jH MQmogosbos6b 
05393d0MJd0M, gvbbs34mM7d0M, Tbaszbo obbLAM AIG Hob, b-ygoqQMo 670b E533Msbms6 ©5393- 
GoM dM. V3vesbb35 MQm@oagoyjGo YajgBQdob FagMgQd0b wsdmyzo~eqo-jemgds 9d Hosob obb}M-y- 
9968) Gd0bse@do, dsb] AGboqempdqemo Iqbozob, yeqmsemdobs Es gorbob se4dob ymMGdqQ~@o- 
7d Caw baoZbqdob sg{egbb. sdob AjeEqQ»vw, IsgqembajMo 3375c70 FsMdIrs@a76b sedebs3- 
{OH ds3eM306qnabs E8 LsdIbM{m-LEsbs3e~mgm sboob IqbogsmyO 344@rGqMJdb BoMob 303d0Ho0b 
93969] 96003690m396 abeogshomb. 


323800b semMdobgds0b gM 7Imgds60 byMdgQmd0 

LgMdqe‘do 757307087 (053300b smeMdabjd0b gs6ds30Mmd 7dqrM0 _HoJymMQd09: d0bs6Ga-jHo 
Loggmagbom byeErmgb6q60b, asbbogqnMgdom goe~mmdob smmMdabydo; obwo3z0e@yj>semyjho, 936+y- 
Mo, MMgQ04Ho oeEbAmdob dogds obwCoZ0eEqd0b, x%37RqQd0b 06 grbso~mydjmo by~mmgs6gd0b 
8a9; do3gremboyMo 3330cr0b bsbsF9M7db] BaedobsG3e@mdnds. j330crab smeagbol oba(3098)039 
F9Mdm0d39 IgmaGseoob byMmgs6os ws Jas~mdgmos yo3d0%ob — dows 00867 (sdb 329e00b 
$9308 GmMHob, OMmd{e~mMs doHomsed dobsbo IsMomdswowojsemyHo dsobsbGo-4Ho b7EregbqQd0b, 
R3O7bZ900b, BBGQGobs E35 Lsgge~gbor gse~mdob see@g96s oye. 1993 Feoes6, 393d0MIo s%- 
Lgdmdls AgscredqerMs MH g-7O~O: IIdsZ93Md Eo Joos, MMdq{mos 3 oObFoz~mgb goe~emds do- 
BsboqMo AmeEqmob dobjeEZ0M, MsbsdIGeMeg7 bg3ZdjHo berhsGoob boo3qdZqerb9. Logg gbor 
Dbsb-AAQd0b CMM’ obabo sfGaqj® AmbsGormgmdsb o~—gags gsemmdsdo (sqwpomdsg. 1). gsMes 
LgMdqjero AsHOMdIse0eE7d~m AHO Q3e~rgboob FogOmdobs, dsob%sbGoyMo gs~edab byE~rd_dF yerdgdo 
37997 0156de180676 IMO MdsEaEQdepd0b 74RHM HGAMe BMsbbbsZombsmyjH Lobergse@ergdsdo 
399OH0869d94 g37d96- {HO o~AbAmdob a%oom (Jovanovic, 2012). 

323330018 La3(36eErg] CSVdM AHL ,,b39(3093034HIs beagZ0e@qdds" (Stock, 2001: 5), Gmdgqea- 
$3, 4MgZMM3 J3g4g6ob wsbsMhgbds Imfomoggdds, gs00M]b yHobobob Morq~mo s8g7Homed wes 9d9- 
3676 Msgasbmo OEP Ardob CEs A7ZImMJIGe7s0nMdo0b gsdeorbsAgob g bob. 39d gMbO ~ws Das~er- 
dgembo ~JLIGb@bq6 jo38erab Loggqngber dIogqrembagmo A_AWLGQempdmgdab sqeombsbsF {Mob wo 
1994 Goes msgs wsoGygs j333ob 9meg76d @s Isbb] 933Ms. Msga86bm 989%8-98Odo0 obobo 
J6-a~7bostdom dobe 730676 IsgqrmboyM dreqmb, GseEg96 byMS qe HMseE07309d0 j336cr0b oHby- 
dmdob B7bob7d Gre@bs Jsomgob 049 EHEL’ byMdobsF3e@Emdo 9H ayer. dsma boygsMJm@mo Ig~memeagdo 
ay 093HM30%3(3090 Masog 00% MoGIdO — gb309b (ezgijes), boes(3 goz0@ob MgZob9dq0 ws 
JLJMIEOMS LAAs ayer gsdeoge~mpba~mo (sqweamdsg. 2). baMdqmobs es Is3gemboob bseb dob 
AymagojMHo, BymBqoymo, gnbogjMo wes Aggombymo Losbrng7, dsobs6Goyjm goeomdsbosb 
JOose, OMbs@ d6odZ6qerg860 ayer bsqhoe Ggerog0qHo es bozo nHo 3q4~rByeoqmo 
394d’ _QHnasberd0b wswosbGyOgdabogob. 
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damsbogzobo G9MES, sHol ,,dqeaqjdo, Merdqmoay3 9Hs IHG sbsbs3b Es Goy3Ms3b oeg68)yMer- 
5b, 343990 IembsForgemdls y3oreq3 dob B7Jd6sd0% (Milanovic, 2007: 125). 1990-os6 Geegsdo 
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3903,3EGO 353807047 43530676 SHagZdh7MsE, DzdOb3ZqZ0M0 SHdemogzob Fobsdg, dgmaMseob 
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IM 9390 AbEAZO—JIEM~JHO 35d (30073014386 Cs DgodeErqds ‘JqZ98@sHMM abe AHO Gsg0b IL- 
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BS6jmM36 Ls3z935dM|SQ~O Mdogqgo0~% (Clayton, 2001: 3, 6). dobo do%sbo oger Bobsasbo 
Loddz0e0b domig39 yHobobals 30md9ddo, M93 gvbbo3q4nMJb0m d60d36q0~m3Z960 ayo bobergs- 
eO7d0b Fgg@gd0bmg0b. 
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I-JbOZOL BM9E0(3098M86 39ZdOHOM. MH EMMYR MH AFEMals dobgeEZ0M, 030 goa g7dq]Mos, MZM3 
ZEbLHOAIQO}~O, SHOGBIAMO Cs (3300r9dS9E0 djJGembo (Brandl, 1976: 10). sobs6Goy7m gs- 
Mdsdo IsHOmMdseoeEqdgma HJMmmagdob dog 30 abG_MsMQHM7djemos, MMgMH(3 ,9H9- 
J34qboje~mdol dobGo3q%o boead7* (Lazic, 1984: 240); gsG@e@s 9d seEGFghobs, 94939 qbes 
Z2bbp6mM MQMMAHoZMbAd0b sbHo, Meod~ day 6AM BMsea(308do Dsb sEGgm76, GmMgQ%M 
pdsMseoyje~o ssbb * (Brandl, 1976: 2), 96 HyfSozob, Gyo ,,dbdIg6j;~ob gmbqd0do ~ws- 
3300b wsFgqdsde97 BsMase OES Ed{oJboMEgb, Gd A_~mMeEOS 4339 SObdmdb Sq_Hembdo~ 
(Clayton, 2000: 1-2). 

987 9939H0M9d4eM0 06789390980: Soqhal 399M039d0b obSgbLog3mdab J_33;c~r0m, yozserab 


AqQdmos L63.E5b6635 Lodso~moal Hebgdob 39dm(39d9 00939 Momal 3mbay300m, M873 6M4639- 
MgMQZL’ sHosGgdSGMOM|dQ~mO AbBIMZI~M7d0b Homo Maal, b3q30303q70b, GmMgmG?3 d0%s6Go- 
Ho ascomdobogzob, 6939, domzo6qmobs wo smderbsgmynob IHs39—~0 (hMse@0(300bmg0b. 


30980: Ieorbdgbob, goeEmmdabs ws 5g3H0b dg7maMos@gmo B_ILMQempdemqdab 3H94(030d 
LsOsbH Ms, Ed AszqembayMo 74307b HMsgbgdseo0s dobsbGojho goe~mmdob LbsbesMbqew 


BGO bEgd {mo yx30e70 1990-os6o Femgsob’ byHdgm'Go wes ysz0e@70 ~@s 670 sbeom 
SMIMLZmgOOb b= 7g320%4H  M90(309040: I-ybLogobs es I6odZb7E~mdob sb3gJQg60 55 


Immosemjh Lobihgdsbosb, GmI{~m Jqo303b wosmbqAH, JOrdsBoyjm es 7b3Hdmbay~ 30- 
coengob. 
IJMMCOOS E3 3MMHdS? IQMMEDWH Cs ZOME|H 3406(30387db9 LsdYsMHAdQera 3md3ObO(304H0 


84063080 sbsbosmgdb 39337962 JOOLL Ed |o3{G3gmgdqemos HgGoGmMosby dyer 396gmooob 
abeomgosde7. gh sHob g3mGdob B7fdbob 9.9. d3j3d-360673030 (Szabolsci, 1959), Gmdgeoc3 
ad6qyonggmos Igmmreogjmha AMGIjmobs E5 ds3j;%sMMag,0b Lobsgdg7d0bs336 (Powers, Widdes, 
2001: 830). dobs68097H BMse07303d0, ImeE_qe~b 34309 bebo, Bas sedobs3egmdo — ds33do, 
abemgndo 30 — 453d. donbges30e adobs, Gd shoe~robal 36398)jer0 G7eE93980b8 Lobo sdob 
IB) 30(39O]LL JOS HHS _3,3843b, SMLQdMdL 4593-939, {O3dMS{EMH, Md Ir~wGs~nHo yZocomgdob 
8H0b63080 339m gd9@a Bebgdan sOb7dmdb dobsbBoyjG ago~omdshs Ed AsggremboyM 4533070 b7 
ALO Am|dye~ gbg0gbdo. 9939 9d30Hs9, Od Coed Ibg53b9d09 IogqgrmmboqM J7bg0gbbs wes ob- 
9% 4535b IrHob: IqermmeEa AHO gs63;oMsMJb9 QdYIM|d9 Zo~mb’ dahanse Beobzdsb — doos3e% 
HL, ZR2MBHobs eo y3306Geb (Clayton, 2000: 25), G33 bIom Ie Sq_MEmbol (3e@ro~m dol 
GF yosb byob. 

Gomdamos, Gd g5M@s MMIM7I‘Bos6o SsQMEMbyero LHM7IGQHobs, y3g9@mo bqdIObL469d- 
“Jeo gegd96Go obg39 hbeEg7Qd9 Das smdembs3emgmdo 670%] AqbOymgdqe b-ygoqM dIqjbo30d0(3. 


960936gmmds 

IMOMISCOE PIM Zd0b5 ws Ag’ jmdshgdob mMmoGyMgogqmo Igbo3o jdZQe@rgbo CHmoes6b 
oE7db bsm39b ws dobo FysMergd0 Bgadrgds Irad7d6ob dZqmo smderbo3emgmob yobdIme~omaoqh 
Lhogmgdsdo, Meodgmds(3 dbodZ67~Mmg860 Ammo A7QbOAms smdmbsge~m nob Msd@jb0dq y3ye~r- 
H{Gb, ds: GoGo, smdebs3e-7Ho AsGHnmdsooeqdemjmo gomodoab 39630msM7dsdo (Petrovic, 
1982: 3-5). Gergaghao 6s:dGMdIa Ms39%B308 Bays seEderbszemgnob gqjewreyQhob 943bo dogcrambo 
Foo’ obmMosby, GmdI~oal dsbdo~by d39~ (303003309000 begdmeEs d7Hdb-yeo, OMs6-YE~r0, 
39332L07WMO, AMEAMM|M sZMagZYEra CS 35—~38673HO BB yAgdsob qjMmagm@oJdqe9d38 (Cze- 
kanowska, 1981: 159-161, 214-5, 218, 415). dqbj{mds6o Goemebrg}ebys0 Ed IsHoemdseawe)- 
S90 MIM~Mg|7d0 Ms6bdIE 006, md Iqbo3Z5 godEmbsgZobs CEs GFAG60b seasMyd0b deragmo 
Lsd-jompdss. abersdIGO ,,dge~mmeEdab, ~gJbobs wo b93%3980b BqMAg3Z9 LomoMbByero LHogegoob 
0985 ayo, odob dobjeE3Z0M, Oy Gsbosb ayer 5393d0M%7dyer0: LobsMy~romsb, IFjyboMAdsbms6 Oy 
639@dgnRmdsbos6~ (Hamidullah, 1982: 200; Reinhard, 1969: 64-67, 71-2). dgmmQ dbGo3, 
ISMHOMISGOEZIMIJdOL sbMHom, Fobws HMse0309 asderabs gos boggergboe byE~rmgb6qd0b bod-y- 
509800, BIHG {MMs C8 ZI9MEdoM, sdoGod 39% 337qj0r0 LAGI q_o Amo wo BobsemqmHo dobs- 
osmqd~9d0 BGOMdsE0EH-jHO Lodmgmabs jbeEs sbsbsgegb gbsg:bo~mb Fdobes dIsdqQdoba06. 
oggoobebob 3ocmgddo hoe gdymos qd3qmgbo Mgemog0qmo bfs3e09d0b bao, Memdgemboy 
Lopd FodZ6;~mmds 34gb ImMGPAgEAQd0b La jm~mymRologob (Petrovic, 2004: 211). 

doy byes30e@ adobs, Mod MHz0(309— {HO IsHOMds:E0E7d~O-jH-JOobHosbyj~mo oy Iybyer- 
B36-jMHO GFMSE0308 8H 2de~mgZd ALA M7I7HB dob asdery_bgdob byMOZ0b moh QMgogyje~ dJbob- 
49d3do, 670b3 Ed 3838cr0b 49IM63939d0, sb7dMdb 4d ObLAHM7d76Gqd0b Dq_bGogemob dobjbo 
G30 DAL Aer_d~gdob AQmoagoyMo (36mMgZH7d0b 3-6) gqls do. 

LWygaqjm BMse0(308d0 670b ~s33H0b dboTDZbgmeds Dq7wsH dM yoMase@09 ‘AgbLGs3cromo 
Jnb6eod-qjbo3m~mmgosdo. Rommbogmbgdsobs wes Ig3ZerqQ30b oMeqbols? Baeoegsbos 06) 9M3MGo- 
400M, IMbZdMdb 393doMa LyMagGH Gbm_MQdob9 CEs 380MMgZbgd0b gsbZ;0MsMQdob BrGob d-qbo- 
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30%, D9 ImeHob, Hegodob] E9330 Lod-qjoegdsom (Sevalije, 1981: 187, 188). V3sebo g0- 
MOMMA, MAMMMgO, 93-3980, DabGoZrbo Cs smgGo A_Z~@sbs oocseryroob MydO MsgZ0b 
89 bo9da SEF {Ob doHomse 0609367~mMmd9db, GrdIQ{@ma’3 Ssbsbosmgdb 670b Vago’ HMse0(3099o: 
RB_bZq00b0g386 CSdmMHAdaM gsdmF3qgqQ~o AGybsMQd0 GeqAQ{erge~o sMbo~) (Basten, 2003: 6), 
LGH9339 g06F ACO 396 ws BqI-AIQeEab dogdam gsdmF3qq~o0 bobs jye@o (Rumi, 2007: 86). 

Agdo Ib yxgqememds baMdqmdo Gemogaqho seEdolb 3mbAaJbG do yszseob (s3360b d60036- 
960108%]_ 993-906 9d-EM08 0d seEsdashydals 359-(300~7d9%], GMI{C~MMI(;3 SEsw@gobgb gb obbAM4- 
I76 Ho. BHF AQM_dab9 Co HRMAb30b b’AHsBgdob basgbse, obobo GS qmagoyjho by~egbgd0b 
JOmg70r60 sHosb. dq gvb63abog~rs3 dsm drbsmbMMddo gsdmMHJd-Je Job65bH7d90b 9d bo3Hs- 
306 oemdob Jqbobqd, Gems JqZ0E8HE L-yVQob BOseEoGoob, GI33 Agbsdemgd~mdsb doma339db, 
Z00bxg{erMM 9d GHosob obbAG IZ HO’ sego~mby MHo Lbgseobb39 MGgemogoqMo 363 jboob 
(6mgM9dsdo. 

LgMdosdo 34380704] A7VDLOQmpermdob smea bol Jrdogmsmgob cmoGyMaoqjm~mo goc~mds, 
RO b 301 erboh39 C8 33300Ab 5330s 3.9de1698)53b AqderJdgeob LOymymo3ag~gdabs, doemagMqd0- 
Ls 3 LIGHMAL boGob sbsb3ob IGEg~odsb*. bs3s30b 339%0b seEJdsd0 obobo bsGor~mdmo3 
9os6bd7d086 Lago’ BHseaosb: seEFgM76 dsb, GMgMG3_ ,.39EM7d0b~ (bgmd.: “IpH3HBHH”), 
939d3J340867djb, LddSTTZ0O7dV@L, BqdMog7de~-qOL, GAgemrofboyojob" (“cadopaH, cadupaH, 
cmupyjyhu u onymtajyhu’”); 020 seodos6b 08 deamdsMgmdsdo 94Q3993b, Gmdge~a(3. .ceohqjMgao- 
S97 eobFagdob" (“OuTHCama Ha IMTYprHjn”) Ibas3zboo, ~mEgob gsGqQdmb Jado (“EO HeKe 
MOJIMTBEHE aTMOCHepe Ha OUI KOJM HAYHH”, bsFasbdIs osgGoMobss). 7870cr0b 9330S gjro’b- 


Imdb ,,BQ30% odogb (“TIpecuuKy Paja”) es ,,foobsob gob-jybmdqe Loygo@qerdo yoo36ob 
Aqbsdepdcomosb* (“cycpeT Ouha u JbyOaBU y XpucTy”). 4675cr0b 9334S gjemobbdmdb 3s6- 
FIG 369d390996. GqILMAemgdemQd0 byMdqmdo %orgx7% sebodbs376 jo30erb, OmgmG%3 o6- 
[HH 7IDHL, GmdQ@mbs of3b bogzdsHob qjooHo, GeodqmM(3 30MEs380H I9Hse~mg|erb dseg9db 670k 
SE Jdsbosb, 04939 qQdZQ0~m gb boembdo HZmgoHob _mgmseEmdob seEJfdsbosb. Gomygqy~@mo dsHo~- 
BSLOOZS|EPO LAMdg_d0b5 067} g7M3MH7HS(300M, ,,AMEN7LIS3 gh obLAG_IG6Go of ygQdb crosdsGo3b 
(“Taj HHCTpyMeHT, Kay, WporoBopn, Kaxe XBasa Tu, boxe” u “Xpasum Te, boxe”), ob sddsodb 
BISCO 76, PIGHOM™ CEs ,,ea@7ds B7bes, mAQHmOM. 

3093 GO LoabH {MAb CEABomb 30g9dm dgqmaMseqmo Zs3z5crab AqdsOyemgoegdob der- 
Bsn bOmdoes6. ds GmMob sHosb AMgb30b dIbsf3%980, GMIq{~mMs(;3 Doshbosm, Med 4535~r0b7 
5330S 96 QbeEs oyob A_ZIobgq30mM0, qheEs g74gq7deE7d0M_dMEQL Fobgdb, 0% qbeEs oymb og- 
MGMs3O7M0, SGsdQ@ bsGodsagsG0, God ,,msg0b ms3d0 Bgayo3egb" (“caupxH y ceou”’) 
AEZSL, LSBGOLL. sdoGerd gsdebsgZob odjoegdgd0 joes ager’ dIsMAo30, God Agbsdegdqeo 
ag’ ,,as9dmobs Bob ob, Gs73 39deojbsGo309" (“JeMHocTaBHa Ja OM Ce MOCTHIIO HEMITO WTO 
je HeH3pelMBO, a CYINITHHCKO”). gb bLbob {sme MAIL 3535C70b 533604 LadomMBoZo0b 33- 
mggZobsngZ0b. q{bsqbbZ0b Mobsbdow, 533% sHob esd jzo~@Jd~mmdob, s38mbeodoyMedol bod- 
IMeEm, baer ByJbGo — boddm~mms 6334980 (Uspenski, 1979: 252-253). dsb doggo30m 
08 439MMdE], MMI{~MA’Z RIO 9H sHab gsd-rg3zmpymo — gajmobbdnd bsd-qboge sHoJGogob 
439(309303°30 g6ob 39d093Mb MHOMEMI|bo JHobSosbqdobs Eo La_ZOLBo A7LO QE dem dob 
BMseE0(308do0. SQMEMbOL YBAbedgbob, GmgQMM(3 BIG Wook gemgdgsGob, b3q(30g303+3H0 seg0mo 
3 dODZ6}Merds, 96939 639309034 O9ML shogXqeb Iqbozmqjm LAG AJéqoob. 


B9GORbEgog|erO 493870 1990D-o360 Frogdob bamdgnIo ws j333C70 Es 670 sbeom 
SMIabsgem nob byqV304H BHse073309ddo: Igbozobs ws dbodZ6j~mmdob sb3q4¢9d0 57 


563369 

Bqdeorm seFgHam ymbAg7JbGdo Zoz0crab bjco 93b9db IgZerq30b Iqbogob. beso s@obod- 
Gob, Gd, 39 AqdMbZq39d0, APL QMpzdempdobs Cs DbLIZQMmAdOL Xa RZQd0b Dogbom 3430- 
cook 73M Ags goqMMosbZd0b BAbJIQZ09 o4Zb, 30M] 3md-qjbo3s00bs, 049, MgZM(3 ~o- 
906395 se QMS IgZe~q30b bg0b AgbHywgdam DoeEgdqjmo Dnsdgxeompdob ‘BgoeEga90 (Www. 
crem-cnrs.ft/membres/j_during 1992 what_is_sufi_music.pdf. 33.278). woymobgob @o330%39- 
dqdob bo9o37d39M%]_ 94939 Cswagbam~@os yozserab gbao0sbs ~s byob ARZE~Hg30b Ag~mmeagdol 
860036963560 Asbsbosmgde~ yd; gbybos: Hema HgQd80, ymdsemgfb-yHo, bsbgGdmog30 ~ws JMHs- 
3900H]M3960 GaWdqd0, A7ZKO OAM MZs_MBjoHo, HMIeagaqmo abbAG-qdIQbAHQd0, eHe17339 
36 969do (AmbsGorqms IbH0E6), IrJAQeE:d0b MsZ0b-jo3~@g7d5, ZobqEM_dqemO AALIMgboA~wmds, 
LoadDZ0Eq, IgE079(309 5 (3349 KOM Jd-7@obs) qQHoog%neds (During, 1992: 279). 936 
99073, IMOmdsooe7sem-jH JHabGosbjm ymbAoJbGdo yozoerob Iebdgbob Ibdg6g{~9d0b9+9- 
CO 3sde3P00Md5 — Lo_MOM SoMEs3AMa 9dM3044HO Co LACaQHO |3sd-(3Ca~~Qd0b MmMdbMa3Z0 


SEA8H7dOb _376Mdq60 — Agbsdems, gsbgobo~wmm, GMgZMH3 Ig78eg930b Q%o b7d3b0036/b3dsbors6 
556d}, 4873, 96939, bsbosm@97d9, GMgZMH?3 MZaM Ije0Gs309 (Vlaeva, 2006: 421; Bu- 
rckhardt Qureshi, 2006: 1). 9b Agodergds 30093 33H IAQBseE I7Zz0E9%MM abeEaAMma Iqbozob 
3G AFLG Go smHFgMo~ smfdob: Agbog9 Bosbe7ds, 6MgZM%(3 JO{ZOdS4HId3, Odj{ma(3 dooeEG939 
939Jb0 D_bOAemg|d0M, 8, 8d335M0@, ILIF6G@|d0 ,,hoOMOyerbo sHosb6 DodeobsM] LodsMseober 
Hj6L96(300b AJferby G5g3Hgbob doegmdsMymdsdo~ (Clayton, 2000: 26). 

G239L20b 83,963 bgMd}mdo seEsbs {MOL 03MH 4830936306 MQMHasb, GmdI~ob msbsb- 
Ise, BHedob BMseayoqjmo Agbogob yROMdIQGd0 GsMders@a,9696 AB7ZbEjeEyer 380Mmd7ddo sHby- 
moabsmgZob s4dere~rob sdyjseoqdsb (Maciewsky, 2007). sdob gs6e0, bgMdqmGo, j330Cabs ws 
s0bsbAoyWMo gecmmdob dodshHn dJoEM 7Z,0mpd0b g5d-m, sHoJHobhosbjymo AqbogosmynHo gycro- 
Hy{GQ0b 7eg7IGHQd0, MQM ,0CIObLsz~-qMo* Aqbogob bsGomo, seJdqmo ager, 939039, 
4343 bsg 7OsHo~, G3M8 DoEP {wo gog_omagye bs34nshHo oeEpbHedob Lolo yw 3ROO 
R80 BABA {QM sHgvemdo. LoobF MJbs, Med do3qr@mbosd 33093 0M8dSd9 Bysdo3erobs 
Herma 9c 39690 BAxrBQ_S {MO HAbe AP yogd0b Msmdoes6_ msmdsbq 399(39d9do (Valchino- 
va-Chendlova, 2000: 76). 

LgMdqeo‘do 7538070 b7 E933MOl sefdolb A7bobqd sObgdqemo Jobs(39d9d0, Msdegbses(3_ (36erd0- 
Mad, SHO’ YJH-xIMMdOM JHMIE7MMO 0693-9Md3(308, Md]{@Ma’?3 Aobsdq%0 obL8OjdIZE Gal ye9q- 
MsEd5b5 5 D6odZbIMmdel 3383d0H7db AsGHnMIsE0E7d~jHO JOobAhos6erdob ~ocrJ8,0b7dn~6 
5 bg Z67d5b036. Krgsese, BIG@MOSI-4S BOZO AqbogseryjO gyjery7Ms(9d) do dso AqImsJ3o 
dbs &gE3s, Md]{M0?3 OLFHIHgZ0b 3d BV qQMgd0b dodsMa CEsderzoeEgdyerqoob goceobob- 
XZ06396, B>GEsb Leal ,,d-qjbo3Z0b dodsHo obesdMo (sdIM30E9d70~7d0E36 gsdmdedbsM] 3Hmd- 
cogdgob" (Bohlman, 2002: 56). 9b dmbs(398940 94939 dobsegdos bIQ~Osd-ysbE3Z0b30%qmdo 
SOBHHoy_G BACB q_oQ~o Ly{MmM’ wemggs6egmo gvaj0bm30b (Kogo, 2006: 245-246) ws 
dbse~m ‘Aqp.sM7b0M do~Egd9d%9 doxymomgd96. IQmMH] IbH3Z, BoJos, Gd ob AIybozo~m Ho 
Lomo, GMI{Mbs3 gb Loos gbgdo, agb3~mgdo GmM7ymo sedebsgmanab 493 Igbo zocoqnm 
8)M9E0(308do, 863 IsHBeo <Qysdoder 2707705367, 9H38IJ{E b6gsE0b639 Lobols 06148644996 /9d40(3; 
393g208TdO sham Ag~meagdb 96479376 C7073 57 (bedbgd0, JsMogq~m 00), 3835C70b] (~sby- 
30), 38633657 (036sFqd0)*° Es bb3o, 06939, OmgH(3 9c 3969ndo — 357007087 (ommdsbyrogdo 
LS MAMJ7d0) Cd 9707376569 (d9MHdbAd0 ~s SMedsSbO]~ 960). 
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54939, docros6 sob Bg QMgbos, Med AsHomdsceaw@7djeo JHobsovb7sb Gomob Zozscr0b es- 
33099 Agbsderes gsdmMoGzomb zsdsnm0 AsGHnmdseawe7dqcera JHalbihos6erdob, Wyg3o%dobs wes ob- 
exobdOL dobsogq4 HHI:eE0309db AmHob sObydjero MMIbMO3Z 393d0M7d%9; Jo 3Mo4(80390 
ZB8E7mOdo Dbasgh gegdqb gobs wo seJfdob _HmbsoM Ho3sqdb. bsdo37 Gqmogoqh Loldgdsdo 
297HMOHI6 GMHos6rd0b do~fg39 IoMPIZ69Ms qjdsemgbo dobsbos. dohby Amos, Ged gb gooosber- 
d9 dooeGg39 ImAFAqbob ,,Lajmyme3om|dom, Meodqmayy ymbyMaQmo GgQg,ombol obMerg6qd0b 
LAGI {moby as6qjyrogmos, mI~mol M7s~m0b do ‘Agbsdmgdgqeros seosdosbolb Gobsgs6, b~-y- 
cag wembyb9° (Keller, 1987: 11). 

93H IMO 393,980, jQysdoIe HmgoG Jd0b Csd33h]mOS g7oeob dogM daj@ob se{ds 
8 d9Mby AbbHG AIGA d0b GqderJIqG@|dS FdZ9MSE ~9393dOMENdS ds~@osbh d3Zqe~r, wobsdsedogm 
0934eOb7db, Gmd~M7d073 JOrbMEmg|oqMse Fob ALF Es LE3seEsb63o MG e~mogoqd0b ob)g%3H9- 
89090L. L639 4330%938M9d033 3260064396, md 3933860 OHLAMAIZGqd0  ,,sOJqGo3ymos* Eo, 
940763E, Agbsderms, JgJdob ,,AMs6b3 7696 Hjero g06%edo~ yds (During, 1992: 278; Bas- 
ten, 2003: 12). sqgjompdemos@ 6s smabodbb, God 39egM3E90 4d IMoJG 304 IsGsGqdeg9d0 
M7d~] AbsMb-769d96 MMagobser4M ods QML wos dero39(309b, 9~09H97d96 Ms sbgmo dDo~waerdob 
Lae DhodgZb6q~rmdsb dsma oMswo ~s MQMogZ07Ho oE_Amd0ob ssMderboob Ja~Fggedo. Ismmgob 
JL 35GdMGOS 50MHL3939, 7] 39O8E38d76 ,,69d0RL~ BOsweaoyjmoesh ImsqjmsG@q~o Iybo3ol 
IqbH7980b396 (Igse@0%Qm: Bohlman, 2002: 21). 08 dqemamseqemo Igbogmrbgsob dobsbOJ- 
3980, Mmde~mg7d0;3 9d Hosob obbhM-7d76H gdb SsGogrmdHog3 dsobsbAoyMo Lsdgsermdme GMseo- 
G00L Lod-Ja~m_d0m 3.99(3696, sdCAEMZSL (3mMEbsL sbyma 06147697d768)gd0b Csg3Mo0b bsbosmb] ws 
Lod-joemgdob gg0de~mgqgBb_ ZvGPsMdermn ByzeEsMQdom0 3367939. 


0960036930 
! gb bsdmmdo DgoJdbs baMdgnob gebsom~gdob, JgQbogMQd0bs ws HgJ6rErmgoqjmo go6g0msMgd0b_ bo- 
IoGOLAOO’ dog CEsgabsbbydjmo IsHergJGob ,,byMdqQmo Igbogs~myGo oe_bAedqd0 sego~mmdMog ES 
Breeds Ashergddo: GHGseo30980, (G3~r0emgdg980, godeP3q3q00° (Ne 177004) Agegase. s3@mo 
BQ{mronse Ase~mdsb qjbeob 3mM%36b sMbohbs Es esGo~m IsMqQdobb bsdIMedolb Iodbsegd9do asGgqmo 


3000b-4 Bo Gogdabmgob. 


7 M93 Aqg7bAd9 99 boZHs30b LobgMFregdsb, SgmaMsegmo sHosdob Go, dombo 0396 3ob soho sddmdb: 
»bdbob Bld [e3909: Lowy3o asd [dqo@)] Gmrdgmoyy bod6sZb MJdsb, Imyr~sb, ObAmdsb, ImIQabsG]\-dbs 
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JELENA JOVANOVIC 
(SERBIA) 


REKINDLED KAVAL IN SERBIA IN 1990s AND 
KAVAL AND NEY IN SUFI TRADITIONS IN THE MIDDLE EAST: 
THE ASPECTS OF MUSIC AND MEANINGS! 


In this paper, the emphasis is placed on the parallel in the understanding and perception of play- 
ing of long ductless half-transverse flutes in Orthodox Christians and Sufis. The paper was based on 
observing and studying of living musical practice of the kaval in Belgrade, Serbia, in a specific con- 
text enabling specific perception of playing it. Speaking of Serbia, it is about the area of the central 
Balkans, where there is a plentitude of indigenous traditions which have been preserved till the pres- 
ent date and where different influences have been crossing over. Here also the cultural identities of the 
Mediterranean, of the East, and of the Central Europe have been negotiated over a long period of time. 

There is extensive ethnomusicological literature on the mutually related instruments kaval and 
ney. Both instruments belong to the group of long ductless flutes, widespread in the area of North Af- 
rica, south-west and central Asia as well as Asia Minor, and south-east Europe (Basten, 2003: 4). The 
ney or nay is encountered as two types of the instrument, Persian and Turkish, it occurs in the territory 
almost identical to the area of the Islamic culture, and is more specific for the urban settings (Basten, 
2003: 4). By today, not only ney music, but Sufi music in general, due to its perception in terms of 
aesthetic value, found its place within the discourse of World Music and popular music genres (Bohl- 
man, 2002: 56; Peterson, 2008). At the territory of the Balkans and in Turkey, the kaval? is primarily 
associated with rural, cattle-breeding music tradition. The broad geographic area of occurrence and 
plentitude of varieties of these instruments point to the assumption that their ancient origin lies in the 
old cultures rose on these territories (Basten, 2003: 3-6). 

On the other hand, the existing data on the kaval in the territory of former Yugoslavia does not 
provide a full answer to the issue of its occurrence in traditions of different ethnic groups in the coun- 
try. Namely, it is well-known that it occurs in Macedonia and Serbia, that it is played by Macedonians 
and Albanians, but it is almost unknown that this instrument is also a part of Serb music tradition, in 
the territory of Kosovo. Research aimed at that direction has been initiated only as of recently, and 
this paper is one of its results (Zaki¢, 2012). This text was immediately caused by a phenomenon that 
the interest in playing the kaval in Belgrade was brought to light in the context of active work on res- 
toration of Orthodox, Byzantine church art (Jovanovié, 2012). It happened during the period of severe 
political, economic, and ethical crisis in the country, which, as in similar cases world-wide, initiated 
questioning of the identities embraced till that moment and the need to establish new ones (Todorova, 
2006: 15, 128). The phenomenon this is about initiates discussions on establishment of new borders 
of identity; they surpass the state, national, or ethnic, even confessional borders, as this paper tends to 
show. The interpretations of the protagonists of this phenomenon, I obtained as a participant-observer 
(Cooley and Barz, 2008: 20), gaining personal experience in encountering members of the commu- 
nity, and through interviews and relying on Martin Clayton’s precepts on the importance of the mean- 
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ings of music as “perceived” by listeners themselves (Clayton, 2001: 5). Thus, it has been pointed to 
new aspects in the research of long ductless flute playing, because they open an interesting topic of its 
understanding in the context of Orthodox religion, especially if compared to playing instruments of 
the same kind, ney, in Sufis. In their narratives of their personal inclination to instruments of the kind, 
members of different religious groups state similar formulations of perception of their music, sound 
and ethos. This makes Macedonian kaval playing one of the most intriguing and most inspiring indi- 
cators of the connection between music cultures of the east and central Balkans and south-west Asia. 


Circumstances Causing Kaval Rekindling in Serbia 

The factors influencing the bringing to life of kaval playing in Serbia are as follows: restoration 
of Byzantine church art, especially chanting; search for personal, national, religious, and cultural 
identity of a group of individuals, highly educated artists; and availability of recordings of Macedo- 
nian kaval players. The initiative to make the kaval topical was born among the members of Belgrade 
congregation of artists and chanters “St John of Damascus”, whose leading idea was to restore Or- 
thodox Byzantine art: icon painting, fresco painting, and church chanting. Since 1993, there are two 
choirs within the congregation; the male and female chanters, who learned to chant after the Byzan- 
tine model, after the contemporary neumatic notation, taking active part in chanting during church 
services (audio ex. 1). Besides affiliation to Serbian Orthodox Church, the identity of promoters of 
Byzantine chanting also implied affiliation to a broader transnational community of Orthodox peoples 
through the ecumenical identity (Jovanovic, 2012). 

The kaval was brought to life in Belgrade thanks to “interactions of specific individuals” (Stock, 
2001: 5) who, same as the other citizens of the country, had been undergoing the difficult time of 
crisis, and, seeking for the way to express their own identity and creativity, had to make decisions in 
terms of both personal and music choice. The fresco-painters and members of the choir listened to 
the audio recordings of the best kaval players from Macedonia and in 1994 started building the kaval 
themselves and playing it. In this, as well as in their repertoire, they enthusiastically followed their 
Macedonian models, as knowledge on the kaval in Serb tradition was unavailable to them at the time. 
Their favourite melodies were improvisations in free rhythm — ezgije, where the sound and nature of 
the kaval could be fully exercised (audio ex. 2). The awareness on the religious, cultural, ethnic and 
regional closeness of the peoples of Serbia and Macedonia, along with Byzantine chanting, was of 
crucial importance, to confirm affiliation to common religion and unique cultural surroundings. 

Kaval playing in Belgrade of the time I observe, as musicologist Biljana Milanovié wrote, as 
“the medium not only reflecting and encoding meanings related to identities, but also participating 
in the creation thereof’ (Milanovié, 2007: 125). The Belgrade kaval players in the 1990s performed 
only privately and on occasions which could be called public; in the close vicinity of some Belgrade 
churches, after services in which the choir would perform. Besides church and folk singing, this spon- 
taneous playing had the role of an important emotional and cohesive element among the members of 
the group, where their personal identities interacted. We can say that the sound of the kaval in this 
context represented a point of emotional encounter, opening the sphere of contemplation in the situ- 
ation after the religious service as a specific extension of the liturgical experience of the community. 
This collective emotional experience consisting of a multitude of individual experiences might be 
compared to the experience of group listening of rag play, in which the listeners can be observed as 
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“bounded entities” (Clayton, 2001: 3, 6). The aim was to reach internal tranquility in the conditions 
of close war destruction and general crisis and it was of exceptional importance for the members of 
the community. 


Musical-Textural and Structural Elements Linking Byzantine Chanting and Macedonian 
Kaval Playing 

As a rule, ney playing in Sufi tradition is monodic; if several players are involved, they play 
either in unison or in heterophony (Baines, 1991: 234). On the other hand, Macedonian kaval playing 
and Byzantine chanting are similar in several important aspects. Interestingly, it was the members of 
the choir who were attracted to the Macedonian kaval and who became permanently attached to it just 
because of the structural elements of Macedonian music which indicate to a large level of similarity 
with Byzantine chanting. These are as follows: 

Texture: Both in Byzantine chant and in Macedonian kaval tradition, the texture is two-part, with 
the main melody and the drone. 

Though the drone / ison /isokratima is widely present in autochthonous folklore traditions of the 
Balkans, and of South Slavs as well (Traerup, 1981; Vukiéevié-Zakié, 1994/1995), it could be said it 
is not a part of common Slavic heritage (Pashina, 2009) and its presence in Macedonian kaval play 


and in Byzantine chant should rather be brought into connection with Eastern music traditions. Here 
according to Rudolf Brandl, it is understood as the constructional, arrhythmic, changeable bourdon 
(Brandl, 1976: 10). In Byzantine chanting it was interpreted by Orthodox theologians as the “mystic 
depth of inexpressibility” (Lazi¢, 1984: 240); beside this description, we shall also mention the view 
of theoreticians in Indian tradition: it has been described as the “timeless absolute” (Brandl, 1976: 2), 
or a device which, from the starting point of tuning before the play, has been “thoroughly fixed in the 
listener’s mind’, who senses that “the melody is already present in the drone” (Clayton, 2000: 1-2). 
Non-tempered intervals: By changing the intensity of air emission, the kaval may generate tones 


of different pitches with the same finger position. This provides a wide range of non-tempered in- 
tervals, specific to Byzantine chanting, but also scales in traditions of Balkan and numerous eastern 
ethnicities. 

Scales: The practice of Belgrade players, which implies experience in terms of listening, chant- 
ing and playing, confirmed that the scales Macedonian ezgijas were founded on are fully compatible 
to the modal system of standardized scales of the Byzantine chanting tradition: diatonic, chromatic, 
and enharmonic. 

Melody and form: The composing principle based on melodic and scale principles bearing a 
certain ethos, occurs at the territory ranging from the Balkans to India. This is the so-called “maqam- 
principle” (Szabolsci, 1959), principle of form building, inseparable from melody formulas and scale 
systems (Powers, Widdes, 2001: 830). In Byzantine tradition, the pattern / mode is called echos 
(x0c), in the Middle East it is called magam/megqam, in India it is called raga. Though we still do 
not have the proof for it in the concrete results of any comparative analysis, there are grounds for 
the assumption, that the principle of modal scales with more or less variable tones is present both in 
Byzantine chanting and in playing of the Macedonian kaval ezgijas. Here are also obvious similari- 
ties between the principles of melody construction in Macedonian ezgija and in Indian rag: melodic 
development relies on the main tones in the scale, including the principal tone, the fourth and the fifth 


Rekindled Kaval in Serbia in 1990s and Kaval and Ney in Sufi Traditions in the Middle East: 
The Aspects of Music and Meanings 63 


(Clayton, 2000: 25), which is in ezgija often supported by changing of the drone. 
It is well-known that, apart from the two-part bourdon structure, all the aforementioned elements 
also occur in the music produced using the ney in the practices of Sufis in the Middle East. 


Meanings 

Liturgical music of the Orthodox and Moslems originates from ancient times and its sources 
may be found in the cosmological teachings of the old East, which were important for development of 
several cultures of the Orient, including the eastern Orthodox singing (Petrovi¢, 1982: 3-5). Certain 
papers point to six millennia of history of culture in the Middle East, crossroads of various influences 
through history and mutual contacts of the cultures of Greece, Iran, Caucasus, India, even North Af- 
rica and the Balkans, with foundations in cultures of old civilizations (Czekanowska, 1981: 159-161, 
214-5, 218, 415). The teachings of Islamic philosophers and Orthodox theologians are in agreement 
that music is a powerful means of expression and the confession itself. In Islam, “the selection of 
melody, lyrics, and instruments to suit the needs and the occasion was a matter of serious studying, 
depending on whether the occasion related to joy, sadness, illness, etc.” (Hamidullah, 1982: 200; Re- 
inhard, 1969: 64-67, 71-2). On the other hand, the Orthodox are strictly of the opinion that the Holy 
tradition also reflects through church art, i.e. the icon and singing, which is why certain structural and 
tonal properties of Orthodox singing must reflect a higher meaning, a message from the holy fathers. 
The Octoechos modes understands ancient Ethos-doctrine (Petrovié, 2004: 211) which is of great 
importance for individual efforts of the believers for directing in self-improvement. 

Although neither official Christian nor Moslem tradition allow for use of instruments in liturgi- 
cal service, in the cases of ney and kaval, there are reasons for studying of these instruments in the 
context of religious life of their players. 

The topic of the importance of ney playing in Suphis is relatively familiar in ethnomusicology. 
Philosophers and artists of Mevlevi> order provide detailed interpretations of the connection between 
spiritual life and personal development with sound, i.e. the art of music, which, among other things, 
includes playing the pipe (Sevalije, 1981: 187, 188). Persian philosopher, theologian, lawyer, mystic 
and poet Mewlana Jalaluddin Rumi depicts in his poetry the basic meanings ascribed to the ney in 
Sufi tradition: sadness due to separation from the source (“non-changeable essence”) (Basten, 2003: 
6), aspiration to purification for the purpose of fulfillment with the Spirit of God and joy due to the 
hope that the strength of one’s search will result in becoming one with the Creator (Rumi, 2007: 86). 

I am speaking about the meaning of kaval playing in Serbia in the context of religious under- 
standing and perceptions solely based on direct experiences of the small number of champions of 
the rekindling of the instrument and their narratives. They are also devoted to religious art and are 
its proficient connoisseurs, icon painters and fresco painters. Here I will provide a review of their 
understanding and perceptions, expressed in their narratives, so that they can be compared to the Sufi 
ones, as testimonies on the place of the instrument of this type in the life of the religious of the two 
confessions. 

For the protagonists of rekindling of kaval-playing in Serbia, Orthodox Christians, liturgical 
chanting, icon painting, fresco painting and kaval playing are all the manners to express the fullness 
of creation, gratitude, and attempt to reflect the image of God*. They partially agree with the Sufis in 
terms of perception of its sound: they describe it as “invoking” (Serb.: “npusuenu’’), “congregational, 
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conciliar, calming, and relaxing” (“ca6opan, cabupan, cmupyjyhu u onyumajyhu’), it brings one to 
the state similar to the one “when attending liturgy” (“6umucarea na aumypeuju’’), it constitutes “cer- 
tain praying atmosphere in any manner” (“deo nexe momumbene ammocdepe Ha buno Koju HayuHn’’; 


underlined by J. J.). For them, kaval playing provides an “image of the Heaven” (“npecauxy Paja’”’) 
and enables the “encounter of the beings in love in Christ” (“cycpem 6uha u wy6aeu y Xpucmy”). 
Playing the kaval claims for “purification from passions / negative emotions” (“owuwhenocm od 
cmpacmu / Hezamuenux oceharea’’). In Serbia, kaval is sometimes denoted as the instrument which 
has the ability to speak, which has a direct parallel in the perception of the ney among Sufis, but also 
with the perception of the sound of ductless flutes in ancient peoples. Individual Orthodox Serbs 
interpret this saying that “when this instrument starts speaking, it says “Thanks to Thee, O Lord” 
and “Praise be unto Thee, O Lord” (“maj uncmpymenm, kao npozosopu, Kaace “Xeana Tu, booce” u 
“Xeanum Te, Boxce’’). 

One more intriguing question arises from some of the narratives of Belgrade kaval players. 
Among the players who are, at the same time, icon-painters and fresco-painters, a position occurs that 
kaval playing must not be deliberate, haphazard, but subjected to rules, same as the icon; that kaval 
playing should not be illustrative, but rather iconic, so that it could “contain in itself’ (“cadpaicu y 
ceou’’) a thought or an idea. This is why means of expression should be “simple so that it is possible 
to express something inexpressible yet of essential importance” (“jeduocmaena Oa 6u ce nocmuejo 
Hewumo wmo je Heuzpeyueo, a cyuimuncko’’). This opens up a large topic of the semiotic of kaval 
playing, as (following Uspenski's writings) a sign with independent, autonomous meaning, as well 
as a text — set of signs (Uspenski, 1979: 252-253). This reaches into the so far non-researched area 
of decoding the specific language of music practices in the playing of Orthodox Christians and Sufis. 
Specific place in this subject provides the phenomenon of drone and its significance as a textural ele- 
ment that provides specific features to the musical structure. 


Conclusion 

Important feature of kaval ethos in the context described obviously is complementary to the char- 
acteristic of Mevlevi music. It might be said that the role of kava/ sound in these circumstances provid- 
ed a role of communion, rather than communication within the group of players and listeners — just as 


described by During for the effect of ney playing among Mevlevi (www.crem-cnrs.fr/membres/j_dur- 
ing 1992 what_is sufi_music.pdf P. 278). The other important features of both Macedonian ezgijas 


on kaval and Mevlevi melodies on ney have also been detected, according to During’s observations; 
these characteristics are: slow tempo, complex, long and varied rhythms, closed repertoire, traditional 
instruments, mental pray (by the participants), discretion, moderated expression, calm, meditation and 
(above already mentioned) communion (www.crem-cnrs.fr/membres/j_during 1992 what is sufi 


music.pdf P. 279). Furthermore, the listeners’ experience in musical event of kaval play in Orthodox 
Christian context — the phenomenon of mutual recognizing in common direct emotional and spiritual 
experience — might be regarded as close to one during Mevlevi sema / sama‘, which also has been 
characterized as meditation itself (Vlaeva, 2006: 421; Qureshi, 2006: 1). This could be further com- 
pared with the perception described in the context of Indian music: the music’s value considered as 
the state, achieved through better performances, and thus the listeners “being absorbed in an ongoing 
state of rag-ness — one which tends towards timeless” (Clayton, 2000: 26). 
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Rekindling of the kaval in Serbia is important as a confirmation of Ihor Maciewsky’s thesis on 
importance of traditional music forms as a way of struggle for existence under restrained living condi- 
tions (Maciewsky, 2007). Also, in Serbia, thanks to the inclination towards the kaval and Byzantine 
chanting, elements of non-Christian music cultures, as parts of broadly perceived “eastern” music, 
were also perceived as “own”, in the attempt to reach fullness of own identity in a broader cultural 
area. Interestingly, here Macedonia once again played the role of an intermediary in the transfer of 
cultural trends in the Balkans (Valchinova-Chendlova, 2000: 76). 

The given data about the perception of the kaval play in Serbia are, as far as it is known, the 
only ones noted among the Orthodox Christians so far, connecting the wind instrument sound and 
meanings with the ethos of the Orthodox doctrines and arts. They introduce a new insight in East 
Mediterranean musical culture(s) in general, striving for the revision of the attitude that this cultural 
basin generally opens the “questions arising from Islamic attitudes towards music” (Bohlman, 2002: 
56). These data are also welcome for the reflections about nowadays recognizable Byzantine cultural 
sphere in the Mediterranean (Koco, 2006: 245-6) and they indicate to the possibilities of new com- 
parative approaches. On the other hand, the fact is that the musical style this text is about is found 
in many musical traditions of Middle East, not only on ductless flutes, but also on instruments of 
different kinds; only among Caucasian peoples, there are melodies of this kind played on duduk (Ar- 
menians, Georgians), kavali (Lazetians), acharpan (Abkhazians)° and other, as well as in the Balkans 
— kaval (Albanians and Turks) and floghera (Greeks and Aromanians). 

It is also extremely interesting that the described reception of kaval play among Orthodox Chris- 
tians could provoke a discussion about the mutual relationships between mystic experiences in Or- 
thodox Christianity, Sufism and Hindu religion, in whose musical practices we find similar elements 
and similar types of perception. In all three religious systems, achieving the unity with God has been 
considered to be the highest goal of the faithful. This unity is supposed to be realized in his/her own 
“coming to perfection, which is inseparably tied to the thoughtful structure as a characteristic for 
certain religion, which can be realized on the level of inner, spiritual dimension of the human being” 
(Keller, 1987: 11). 

On a broader level, the perception of sound and impact of instruments in the group of long duct- 
less flutes have on players and listeners alike, should apparently be connected to very old, primordial 
impulses which must have chronologically preceded interpretations within individual religions which 
followed. Other researchers have also noted that this kind of instruments are “archetypal” and thus 
might evoke a “transcendental dimension” (During, 1992: 278; Basten, 2003: 12). It is important to 
note that the bearers of this practice in Belgrade kept faithful to original impulse and motivation up 
to nowadays, realizing the importance of such approach for achieving harmony between their per- 
sonal and religious identities. For them, this harmony would be permanently disturbed if they would 
make an additional “step” in their way of playing from traditional towards popular music (compare: 
Bohlman, 2002: 21). Statements of Belgrade players who became familiar with instruments of the 
type partly thanks to the patterns within the system of Byzantine chanting tradition vastly enrich the 
knowledge on the ethos of such instruments play and provide the opportunity for further comparative 
research. 


66 Jelena Jovanovich 


Notes 


' This paper is the result of the work on the project Serbian musical identities within local and global frameworks: 
traditions, changes, challenges (no. 177004), financed by Serbian Ministry of education, science and technologi- 
cal development. The author expresses cordial gratitude to Goran Arsié and Dario MaruSié for the consultations 


in the course of preparations of this paper. 


> About the name of this instrument, Mr. Ivan Kostié, Arabist from Belgrade, said: “From the verb SlJ (root: word 
3 s J [qw'l]) which means to say, to tell, to narrate comes from the word &3!J (pronounced literally kaval!) with 
regular male plural so, which means folk singer (or poet), reciter”. Many thanks to Mr. Kosti¢ for this informa- 
tion; it shows that the origin of the name for the instrument kaval is practically the same as of the name of Paki- 
stan Sufi musical genre gawwali (www.sjsu.edu/people/shantanu.phukan/courses/157/s1/Ermst%20-%20Sufi%20 
Music%20and%20Dance%20.pdf P. 186). 


> The Mevlevi Order is a traditional Islamic Sufi Way. 


‘It is important to emphasize that the protagonists of this practice in Serbia stated their perception of kaval play- 
ing fully ignorant of the meanings ascribed to the ney in Sufi practices. Nevertheless, there are few editions in 
Serbia that contribute to understanding Sufi doctrines; for example, translation of Khazrat Inayat Khan's book 
published in 2004 (Inayat Khan, 2004). 


> For the information about wind instruments connected to melodies of this kind in different Caucasus traditions 


I cordially thank to my Georgian colleagues Nino Makharadze and Ketevan Baiashvili. 
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Audio example 1. Female choir “St. John of Damascus”, Cherub Hymn (fragment), First mode of Byzantine octo- 


echos. Recording from the liturgy in church St. Alexander Nevskii, Belgrade (21 September 1994). 
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89MGNBSLVOL BlMHINGIES 381L35-dS90L HIBZNMENL 
8(965019L839 bSLbIBNL (TMNLGNSEN 01SNMI30, ISMNILIANO, 
B'I38S9I30) BMLIIGNIGO LOILIMOL BVSIGIGSIBO 


Aqdo derbb769d9 dobbse obsbsgb, 393936 3mmgd-3sdob gnbo3jHo MQQ0mbob Lobodegqme 
ISbIEMS ILMQ@moOb’ 44939 RIMAM3Z860 SMmagmbajHo Lodeg@ab gmbh 7Jbhdo. Gmgag@Ho mgd- 
MbsbGobo 7339 300g bsg Inge~m Gog, dom GmHob, boJoMngqermdo ~wodgXeom domblby76959d- 
do. AmbBLASZd0bL MgQds FsMImEsjbo~mos, MMgMH?3 SOmd~ dob wosbdob IZ@_7~mmde, Mseas6 4d 
390boM 3Mmaob GS Q0mbob smmagmboyHo LodmqMs sMsboegb DgbGo3gmome. 

3Emae-godab MJZ,0mba IeE7Qd3H]Mdb Gabgmob g30M3jmo bsGow~al (396800 Mo ~woogweo 
JeabsMalb — 3:r~gobs ws 3ddob sqbdo. ob 9b939 Gbmdomos, H-MgMH(3 ,,3-C~g0b9 ~s odagh- 
qMsmab MAQgQ0mbo*, Za6s0eEs6 sodebsze~mgoom Isb qHse@ob Angdo 93300b (bao. 1). 

4g0H(3 Bobgepdob, jamMqmpdob, OM] Gd0b wo abeEM-oMsb6y~o Es abEC-43HM3qE~r0 
Gserbyzdob bsbgGdmogo obGmMoQm-gqmByOoOymo qHOnogmomdob bobs, gb sHob Gabgmob 
JOO-JHOO 93909] ARM AMoZeemgmbag AH HaQ0mbo. wgGsergddo bsEMIs37d0b g9%Jdq jor 
smaboTd6b, Med 3mmgo-Zsdob GqQ0mbab 963d9@HM3Z9 Hobm-—QamMgempdabs Cs orMJQd0b 
Rsdeyoeadgds Imbes Goyer AMoszverqmbogjM d9bob]J.  3-4rBQOye-g3m6edo3-40o  o3qd0, 
4MIM7dd873 g96s30MEdgb 3m~mgob SG Qombobs CEs adaQh-—QHomoab yobr-—jamGqj~mo es oNH- 
Jamo dobsbemgmdob Asdemysemadgds, GoMderseg,96l JoGomdmfdgrgdabs ~wos Agboforbeogmdab bod- 
S0MbL, Loes(3 EedobaM7db DoFomdmJdgmogd0; 0d HeoJiBdo, QeogmeE, ~wowd |93~ 76s JIosbeobs 
dfo}Go LobodIM_Me B4mBQ{MQoob gqobSyer Lobgd9db9.  {ererg9-gsdob_ MG Q,0mbob Logo baer 
3MSOb GHOI:E03074M0 LodmgMob mHa Hos FsMIrseggob: gomgfGoqmo bodegms (ImMee- 
39KmJd0, AsMagm~mgdo, Axy{8d9d0, qrdQMh7d0, ImbsO~Amo MsMM97d0) ES La~m ImbreoyjHo 
Lodmg_ms (Bqberada MsMM7b0 Ed 8430960). 

3) AQQambzdobagzob (ImMeEmgqmAd0, IsMag~mydo, 63580960, Imbsmer~y~o ms0©9d0/ 30- 
Sd96980) HosjMos yomgdhoqGo bode_ms, Kogojgmo L635 sega~mmdGago HMsea300bmgols 
(A_{beodo MsMMQZd0 E45 38dZ0Mqd0) LEdsdSbSbOIMQd]~mOS LO~e ImbmeEajAha bodmgMs. 

bs:dHedol Lsms4Odo bsbbq69d boerbgdb sgMo0369db, 380439 M0gd0, LsdofFsmdeJdjgee 
980 ws JIMMH] Mag do — basso gnbmagbybo. donbges30e odobs, Mmd 1376 Z39eEsMjdm Lb- 
38096635 g6mdG030 XQ—_qR0b Lse@bgd0b (ImbsMe~-yero MsMM]d0 Gd 6389960 dog3730367d086 
OVOJIO HZ7QBL, baw IsGogemgd0 gabo-yamMje~m7d0 sGo36) gyermGyMgob, dso Domols 
9L3,53b9d5 sobL67d3 9Hs DsHAer Jsmo _ Bq{MByQoqm-g3gmberdozjHo Hosqdob objmMoyemo bsog- 
Lomdom, sMsdge domo ag6q034OO 3°VMZbo~M dOM03. AVLbSdg, 909 bse bgdb 94939 ogMm0369db 
830 99-18 boyZq67d0 Imbsmg:e~mob gsJGo. sdom A9 bFL 3Z47b30d dsb, Gd 3merg0b MQ,0~mbols 
IV’ AMISHj\MHO Lobodm_Mer BMsea308 IobL7b9d9do asb6bo~myjmo oH sHob. 

Gs:dMHedo 7dMZbqb9 Fro Go3mbes Eo sesdosbob [bo{MAdab (30307M6 ~ws303dOM]O-A~O 
BOseEa gaye bodIM_MZdb. gb sHob 3roe~gob GqQombab gvJOrdob SoMsb Dobywo %a30M0 dqybo- 
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30827JHO._ BMs@0(303, MMI{~Ma’y GFoMdrsog76b 9Hs ILO MME |9M%33Z7qC~ Ijboz0~myAO Laowh, 
SM8dJ@ (bedag_QMQdab BOs@o3o-jer Mofyqjomb. Lodgebagmme, 1960-9 0-036 Feegddo Iobeos 
AQZOMbjera IqbozoemqHo Zq{rByjoob asfomdob 3oMosb Igogyo 3d GHob hoGgMo. 

Joobdosbo msmMAdob 3mom~gddoyMo LodmgMes, 393397960 Ie(3qQ~mmdom, AgbGo3era~mo 
5 g9d-JZ9 469d E09 (of, BoMsHgboeE, 33j~mobbdod Agdb 653Ged9s, Almeeva, 1986, 1998: 
195-219, 2007: 316, 2008: 79-93). 9b sHab AsGagemadob gmegdihoqmo bodegmob Msdeq60d9 
g9do,3M jo bodydo (Muro, 1951); dsb dq gboe 0330793696 —. g9%sbodm30 (Gerasimov, 
1986: 17-18) go 9. dsdsg3s (Mamaeva, 2004: 21-30). Gsdeg6s@0(3 30730, 93 Ayg°dqd0b 
3027 JH0-3H0 Lod—g_ms shal smfgMomo. fado g74b3qeayo980b CHM’ hoZGgM] Fagedgd0bs ~wo 
IsHage~Ad0b Lodegme'. 

3omas-gedob Mq,0mbab smeroy3mbojho bodmg_Hob dadsMo Agdo ob {MALO Msgr@s30MZq~oo 
4909353 73MOS ,,308d76 (GsSMHomdseawe7dqera) HIMMAd0b Lodogmon (bsdq3;6o9%— wo~’- 
JOSH Q{aSbs C8 Jyog3qmeEmayMedsda $4939 G6mdo~o sHo36, GMgMH?3 Imbso~myj~a Msn). 
LHmm]e gb Bqymhqjms sHob hgdo yaSseEeEgdab bogs6o ws ByZEsMQdoM0 shs~@mobob sdeobs3ge~o 
Fabsdeqds%7 b8dGmddo. 

G3H0 LodIM_MOL A7emMEDZS JRxrqQdbQd9 ObGmbsyQojh HOoMIjemg|ob. gomgdchoqmo Lodegmes 
40k ab GmMds, Gmdg@m day gk gamhqho sMbgdmdb. 030396 MIs Bjodenqds Igbmdge bseb- 
90%] — 6x93999d%Q, I3M0909db], JeIQMM dbs ~s IrmMeMr37~m9db). 

Joobdosbo msMMQd0b 3me~gJGoqmo bodegmob g33er g30b8 wPHmb, Iq Imgsbeoby bAM)- 
JdQ{qeOo’ 39MGBoZ9e~-Ho GoMderJdbob mHo Bodob o76/0g3035(309. 30MZqm~mo Hodso 330h3769db 
BoJbogoo’ GgILY® 39GGHOGLIO VHOYIHIOL GaJbHob grgaw~ B#eGggoe’by (Gofbomgog- 
ma ZIMBOZIe]HO LAO AJH{M). oJ 9 33jerabbIod gR0bGqd0ms ws HyM(30gd00" Jqea,q6oc~ 
Jbogombs 3 J9deg0d Lobodm_am Hosb ssMomymyho }gG30960M. IgmH] Hodsob ~wsy304- 
LoM7do Agqqdemgdqeros, Ob ZoHB VIM yQMse@ sObzIodb. g9MPBogverqHo LbHOAIG mob 9b Hods0 
R6e9d8 Asdob, MMEg_bs3 HJLAo’ gm IAG39M%] qhoby Igo d39% Imeob (Agbsderos 
ago’ mHoe@s6 Bao 439%sde9). IAGZZ@ob gsgzmr_MQd0b EHO LssomMabs30H%- JodsMorgje~rg6on 
ImdMo30 bdQd0 Jdbosb yaGom sMJd-qj~ obGrbs304M goMQ7IO’ 38 ]6G04H0 Z9MBojZ0~-qHo 
LAG VIG QO’ GFsHImJdobogob (gb sHab sMsqyaJboM7djeo _9MBoz0~mqMa LAMy4-qjMo). 
gb, £397369dM03, beEgAds AT Yy3g8 994(3309db], Merde~97ddO3 dSHZ3C~OL g5dMQMQd0b CHE sH- 
Lmdbs abAbs30-44H0 IerdMsdal Aqbsdergd~mmds. Jleogzo~ob od Gods J79 bsb-g{96 YajxqnM 
SMm@ogmbosb 3yGoe9d (Almeeva, 1986, 1998: 195-219, 2007: 316, 2008: 79-93). 

7) 80M3Z9E~ (HO8M6 y39M8E39HO BsMgemos (GoJboMgZdjmo g{7MHogserjGo LHO74G 4M), 
99MM] Ho80 ROO CEghoemyMse ows 9M3Gqa~mo. 

99MM] Hosob JborZo~mo sgabo H7JQ0jQMs@ sJGo{QGo ssrMeqjmo LAGI qMom, bdIZd0b 
83760 3+76J(3000 C8 L63., IZ93MIE MMA sbOb7d-{MO Smmoy}mbojMo G7dMb3730b96 as6- 
56353940m, LAG6om, Ag7bsdes, ,,sMHIMsasboBpo-qj~wo eS ,,dqIMb’Z7ZaM0~ AmaggAZqbOb. ba-y4- 
Bob Bogboo dodeobsM] 34(39b9d0 sesdosbob yAMaM 39M s~afdgds, Js3Msd Booms hob 
BoGoMgdjoo Isbsmesdo (sjyeoomdsg. 1, dog. 1). 

dbymo Lodegms 39GmMARMbook bodb7db 3H edb. Age~meoab AmMMdOM_d0b 3He1(3gb'do 
GIQ0 MIb3dMIE DbOIZEq~mgs6as. Abobo ag969d96 Loghoe obGerbs30j% 39e~rb* ws dIocrosbseo 
91039396 BSL. 393388, 8% 8H1473MdL SMSZOM8MHO L5Y}zS MIZQOLAM|d3E (,,dHs38~meEMbos60 
VAGqIG {OS ); yBqg~ms IrI_Hs~@o IeEegqmolb JgHnbs Ed 04339 Lodseerals daq9hsbq". 


vie Bsag~os 9e~d9939 


HII’ y3{gewrs Ierdmegm@emal dag mondo Lobfombjmoso LHyj~e9ds (39646393980m bb3s 
Gsembyzdob LodmgMmpdobsg96, Lowes, Bgbsdroms, oy’ Jos39Ho Es ~wsdbIsM] bdo, 86 MgZanmb 
AH IbAo 96 dobo AVG 7emgd0b J369Ms Lb38eE5b635 bISdO gsbbb3szqdqje~o ayeb). dbodgZb6j~—mds 
548 S4Zb, Oy GMgZrH ab AbboZmd0m beds Iqboz~mqwHo JLogo~mob gsbeoophs, ZmOMs 3oev6- 
Lama wPobebgdomss MHas6obpdyor~oo? (Bqs Cs Hobse-yHo <ooberbo). y3gqer9yQho off yqds ghoa 
FgMBocroesb6 — 30%37mo, dahamseo broe@s6 — E83 dsbos6Z7 sMjbeogds. sdgg9Mse, Yy3ZgGr 
BIOL ,,bsKrgZbgd0b% BosdgXeomgds Jowhgymos. 

306091 Agbsdeoms ggmbeob, God 398 QMmAZMbos dobbso 9H obsbs3b 37MGoZ0emyHo yeb- 
Lerbsbbodob sg965b 5 Gd ob gsdoBH Ams ,,3mMobmbGsmyMos. 33 BsGob doybyes35e, 
ISLGo GFoHI-0Jd6qd9 3ersbGQqGo, Meodgmay; Lobsde3zo~qdo sHob sMosgafboMAdqjmo 3Z9M~o- 
399290 LAHGAIG {OS (30MFBQoeqmo bHG7JGHjHd). sbymo {7OHogI9em7AGo LHOAIGyqoms ofd- 
G9b5 sHs BMG IMobmbHoemjMHo bsbgd0b 3dd06s(300M, 33dJG@ Gow~Es IymghHo IsG33c@ob 
Gobsgs6o 0686s (3077H-GoGHI-QMo |BM5A976GsG300M. JHobhosbo MsMM d0b Lodmg%9ddo0 ob 
JA6os 8g) Q7OEAMbo-A\MO JLoZ0~ob ,,bby_Qmb* E3 sHob Z7HHoZs7 G0 LAGI Qoob Gosoder- 
Jobo djc@0~900. 

3963,980b dadMomds dsgOrembyby bIG60b MOGIQEra JgMosbdom JoowG'gZ9; y3Zg9e bds 
JOOLFMsob, GFsMdIerfd6sb s96gob agodsqMoosbhydgemo GoGdIqmo ymdsobayoob gHogjcwo — dyb- 
MO/LAHAHMRZOL GoGHdqjewo 3e097° (byH. 2). bstrgzs6-3emosbH Gye IqGqorgmbos afdbgds 
GH0GdoZ30M Csds~ embjbg, 964) MoMMA Am bdolb Gafdom DoZMr~@mbyby — MOGIQE~ro 73MI9,- 
496 8)5(3000 IsM%(33cr~0b Goaboo. 

306s0E36 Ssbaqdab abfmbs30-4Ho 37M bobosmegds sh3qQdoGmbjHo Zomergwo boo3y- 
A3e 00 (AbsbgZ9MGebo oMb- E3 byM-bsy7b-yGosbo dsgqMsMMog,0, dog. 2), GsmdmaJdbyds 
989300 BerobgMQd0. Lodeg_Mob IsH339c—Go sbymo 3rsbsqMob yreqmosemds shoals. ,,39B0- 
39827} 3,808339H0L" deosz5G0 LgMda, GMd_{~My 8d BZMHIZIGG HL gsOygqqerw gorerg® 39e390- 
models sderggb. 

do byeos39e@ adobs, Med 378 A_OMAMboals gsb6dsMhqd9 39M 33730 Agdobsqg0mmdob aqeob- 
GIMdL, 63760 Asbse~ms 330h3969db Jomo IeEgdsMgmdob LAsdo~jQMmdsb, Gsbs73 HoJbeob dbo9d- 
209m-g3960 KsGogmob b-rGaMQd9 g30E5bjH7db. BIQ60b MGqQ-qjrmsMymoe gs6dIqmMy7ds~e@0 30dd0- 
Gs(3090 Jobo 3erobBQM_db, M373 JIM 3~OMMeEnb1M7d9%q_9q/g4390~9db. 

JOobsosb6o MsMMpQd0b 378 q{mMQAMbos sHob BsrJ8QHolb J7Jdbolb bsGogy30 bAMbO. 39 biho- 
MOL FsHderbsJA6jrseo qmbMA{MMH7d0 AES 3MMdE676 HHs:eo30j~ Igbogsem4H 9bMeg369d0%] 
O83 AdH7djeO HodqjH abbGob Hh 7o LsIQdbOjmpseme JQg3ob. gb qjys6obybgmo 80Hmds sdyodoeo 
J3M086 MOrq{mos g96bsbmG3096M7dMs@, 30630E36 JHabhosbo HsMMpd0b HMs:eoG3ojmo boHo®- 
9d (36M3M7d3, JIM GMHoab, sEM]j@r0 DHob ZompesMyjcmo bsyQMbymo (3933900 wo Jow- 
Forma PBMseagaqjmo ssbaqd0b Zeom~gddoyGo A7qbOymgdom, 369480370 9339 39dJMommoo. 
ddobs 35dm, dobo doGsM7d~mg_dob gsMes330mgjdsbos6 JMnse, Jb IqjbogomyjGHo Mse0(308 ms6- 
5086 JOH7dS. HMO 8 00339 Qobrbol GFoMIordse3,96e7d0 (HMIeEa304mo A_QILO-yemgdengdob 
z0c~960 CS BZaemodgzaem bo) I_FyZgGom~o, LMI IAjZbE jE Amro boboIM|_He sHsJGogob 
$0980, MMgZMH3 Aqboz0~mjHo sbHegbgd0b L635 Bodob dIysh9Mqde~gd0, Mom do’ 39% 
5696 9d96 ZoErerjQha (5 MOGI Fgbgdom GFoMImfdbo~mo dsaqMom0 bszseob (33 bs~o, b3mb- 
896-340 ~wabsdogzolb seEegq6b (GmgmM3y gb gJb3gea0(309d0b LGM’ gsdmhbEs). 378 jgOmMRMbo-yEra 
Ld769 Cs sbMegZ67d9 shHab BHMseagaqjmo LobodImgMe gqjmhqoob ~wsdsbsbosngdg~mo mgZ0bg- 


399G039M0b {MMHdOM]d9 3 ~@g9-Z9dOb MG Q2,0mbob Imbsorgbs39 bse~mbgdobs 
(J@obGos6o MsmM7d0, IsMagm9d0, HyZ8dQb0) ZmegJhoqho bodegHob gHeJeGqmodo 73 


3980, MmdM7d073, Dgbsdmms, segZomMoe@ 3038M3b BMG bse~ro, AV'Y¥3980 LoTDgdbO-jemgdmm 
BMseayoob g9Mg7d9. 

Jbogo~mob mMasbobsGo0b sbamo 360673080 — mabpsM4m-3mobGyMymo 3g8)qGmgyRmMbos 
30M BIH Bq7MHogZomyjho LAMA QHonm — a3b3eEqb0 AyZ0dQd0b9 ~ws IsMoge~adob bmgo- 
JOn0 bom yMo BHob bodM_H7dd0. 96939, Ibaszbos Ismo LHowolb GoHdqjmo, bodgdbo-ye9- 
3M Ed 3OK-A68mbs;3074H0 MgZab9d900, M73 3rOmas-godob MQZ,0mbob OQhJy~mo ~s yob~- 
2 M]rM0 boEbgd0b LobodeqMmea FHMHs:e0300b Esdobsbosmgdge~m GQQ0mbj~ bow 3H IBHq7b] 
doqonongob. 

Iebsoemyer MsMMgdb, JsHagemgobs wd Axy39d96b BerHob gqbgho340 393d0%%] bo-ydMobob 
303j@mobbdg Bas Log bg9dd0 Yobm—jamMgmpdabs Cs 3m~gobs Ed WHs~mob Inosbgmol 
HIHM70b seEM|g9. DsMagemg|d0 ws fjZ9dGd0 3mmas-gedob MQZambob MsMMgdo0b I7bmMdemgd0 
9096. IX-XIIT 9293969900 obobo gsbsbob Lobsbob doyqmoe@by6. 1552 For yobsbob bobs- 
6 deobymgob b0d93M9 CsosyHe. 3m~@gab M],0mMbo 4797HHES Iabzmgob GAbymb, Gmdq~m03 
392,38M3E@ IMMoa3zmbyjbajMo LobymdFog}e gobs. 3d LobgzemrdIGoR3Mb gHM-Jghoo Immoho34Ho 
dobsbo oger 3me@mgab AQZombob Bsmbgdob (Aqbyjmds6zdabs Es GsHdISHm dab) IsHoemdseawe)- 
39m JOobBosb4ds@ derg(3939- 1555 Foe’ AgoJdbs yobsbob g8sMJos. gb sHob sd bseob dob 
goJoobdosb9s0b meRoGos~~ Ho MsMo~o. 

MIHMJd0L, DsGagmpdabs ws AxyZvdQd0b AskberdMo30 g9J<GobGosbgdo Oyo bsdega~mo yyc~r- 
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NAILIA ALMEEVA 
(RUSSIA) 


FORMATION OF VERTICAL STRUCTURE IN THE TEXTURE OF COLLECTIVE 
SINGING AMONG THE BAPTIZED PEOPLES OF THE VOLGA-KAMA REGION 
(KRYASHEN TATARS, MARI, CHUVASH) 


The present paper aims to introduce the songs of Volga-Kama ethnic zone in the context of this 
comprehensive symposium on the world diversity of polyphonic singing. Some of the ideas were al- 
ready expressed in a number of my papers, some of which were published in Georgia. The topic of my 
presentation is formulated as a problem-statement, because the polyphonic singing of Volga region 
has never been studied from such an angle. 

The Volga-Kama region is located in central European Russia and encompasses the basins of 
two large rivers the Volga and Kama. It is also known as “Volga region and Cis-Urals”, because its 
Eastern border is formed by the Ural Mountains (fig. 1). 

Being the zone of long-time historic cultural interaction between Finnish, Ugric, early and late 
Turkish, as well as Indo-Iranian and Indo-European peoples, it is now one of the most poly-ethnic 
regions of Russia. I should mention without going into details that it is on this complex poly-ethnic 
basis that the modern Finno-Ugric and Turkish peoples of the Volga-Kama region were formed. 
Cultural-economic types, determining the development of traditional song cultures of the Finno-Ugric 
and Turkish peoples of the Volga region and Cisurals are symbiosis of agriculture and cattle breeding, 
with strong predominance of agricultural type; this fact undoubtedly influenced the genre systems of 
these song cultures. Two types of traditional singing comprise the sound visit card of the Volga-Kama 
region: collective singing (in traditional cultures of the Mordva, Mari, Chuvashes, Udmurts, Kryashen 
(baptised) Tatars and solo monody (the Muslim Tatars and Bashkirs). 

Collective singing is as characteristic for the music of traditional cultures of the region: Mordva, 
Mari, Chuvash, Udmurts, baptized Tatars (Kryashens) as is solo monody for some other local tradi- 
tional cultures (the Muslim Tatars and Bashkirs). 

The peoples mentioned in the title of the paper are united, firstly, by the culture of agricultural 
community type and, secondly, by similar ethno genesis. Although the compared phenomena belong 
to song cultures of the peoples of different language groups (the Kryashen Tatars and the Chuvash 
are Turkic, whereas the Mari are Finno-Ugric), their similarity is explained not only by the historical 
commonness of these peoples’ cultural-economic types, but also by their genetic affinity. Thirdly, 
these peoples are affiliated by being baptised in the 18" century. With this I emphasize that the song 
tradition of the Muslims of Volga region has not been included in the analysis. 

The paper is devoted to traditional singing bound to the events of annual cycle and human life 
cycle. This is a disappearing type of musical matter in the oral tradition of the Volga region, which 
represents not only a certain music style but also traditional ritual consciousness. This vanishing layer 
of regional musical culture has fortunately been recorded in the 1960s-1990s. 

Collective singing of the Kryashen Tatars was particularly studied, to a certain extent, and pub- 
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lished (here I refer mostly to my own works: Almeeva, 1986, 1998: 195-219, 2007: 316, 2008: 79-93). 
There are very few notations of Mari collective singing (Muro, 1951); it was mostly studied by O. 
Gerasimov (1986) and M. Mamaeva (2004). As far as I know, there is not any description of Chuvash 
collective singing. I recorded the Chuvash and Mari singing during my expeditions’. 

My research interest in the polyphonic singing in the Volga-Kama region was first focused on 
the singing of the Kryashen (Orthodox) Tatars (also known as baptised Tatars in scientific literature 
and everyday life). It is this culture that is the focus of my attention and a starting point of the com- 
parative analysis presented here. 

The melodics of their singing is based on intonation formulas. Collective singing is the main 
form in which this culture exists. The same is true for the neighbouring peoples: the Chuvash, Mari, 
Udmurts and Mordva. 

During my study of traditional collective singing of the Kryashen Tatars I identified two types 
of vertical structure formation. The first type demonstrates actual vertical structure fixation to every 
syllable of the text (fixed vertical structure). Here I include the texture comprised by fifths and thirds? 
and a later singing type in parallel thirds. The second type cannot be fixed but exists virtually. This 
type of vertical structure appears when there is more than one sound per syllable of the verse (there 
may be 2 - 5 sounds). The voices, moving in opposite directions while the syllable sounds, create an 
intonational environment for the formation of a potential vertical structure perceived by ear (this 
is a non-fixed vertical structure). This usually happens with continuous syllables, in which there is a 
possibility for intonation movement while the syllable is being sung. I call this type of texture linear- 
cluster heterophony (Almeeva, 1986, 1998: 195-219, 2007: 316, 2008: 79-93). 

While everything is clear with the first type (fixed vertical structure), the second type needs more 
detailed description. 

The texture of the second type may aurally seem “unorganized” and “random” as compared to 
the strictly organized polyphonic matter characterized by functionally active chord structure, the so- 
phisticated function of voice parts etc. Fine processes inside this structure almost escape human ear, 
but can be clearly seen when notated (audio ex. 1, ex. 1). 

Such singing bears signs of heterophony. The voices are equally important in the process of 
melody formation. They use common intonation field’, embracing the whole of it. Thus, there is no 
subdivision into registers or register-bound parts (“multi-level structure”): all singers sing on the same 
pitch level’. 

The verse is told by all the singers almost synchronously (unlike songs of other peoples, where 
there may be main voice and a supporting voice, or the text itself or the way it is pronounced may 
be different for different voices). No matter how intensively the musical tissue is split, the form is 
organized by continuous cadential unisons* (middle and final unison). Everything starts from a single 
point — the first note, the keynote — and everything returns to it. Thus the impression of “linearity” of 
all voices is achieved. 

One would think that heterophony is not “aimed” at building vertical consonances, that it is pur- 
posefully “horizontal”. Despite this, a cluster is formed in it, which is actually a non-fixed vertical 
structure (virtual structure). Such vertical structure is created not only by the combination of hori- 
zontal lines, but by internal intonation-rhythmic fragmentation of time inside the sounding 
syllable. It forms the “flesh” of heterophonic texture in the Kryashen Tatars’ songs and is a 
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medium for vertical structure formation. 

The movement in the tunes is achieved by rhythmic unity of voices on a macro level; all voices 
tend to reproduce common rhythmic composition unit of the tune: the rhythmic cliché of a verse’ (fig. 
2). Linear-cluster heterophony is formed by the rhythmics of a lower level, that is, the rhythmics of 
each particular voice with the account for micro level — rhythmic fragmentation inside syllables. 

As the intonation field of the tunes is characterized by anhemitonic modal basis (anhemitonic 
four- and five-degree scales, ex. 2), clusters with no thirds are formed. Sounding of such cluster dur- 
ing the syllable in a song is a king of “vertical cross-section” of the intonation field, its gleaming 
fragment of certain modal colouring. 

Despite the fact that heterophony, by definition, implies certain randomness of movement of 
voices, our material shows a high degree of their location stability, proved by notations of a signifi- 
cant number of verses. Regularly repeating combinations of voices form clusters, which says about 
their coordination. 

The heterophony of Kryashen Tatars is an exquisite style of textural composition. To reproduce 
such a style, ethnophores must be able to master instinctive characteristic performing behaviour, 
based upon traditional musical thinking, and have regular performing practice. The latter condition 
is already very hard to fulfil, because Kryashen traditional ritual life, including calendar-bound circle 
dances and a traditional wedding with collective singing of traditional tunes from the early layer, has 
virtually come to nought. For that reason, this musical tradition fades with the departure of its bearers. 
The representatives of the same ethnos (children and grandchildren of traditional performers) in the 
condition of interrupted time-bound singing practice, being the bearers of another type of musical 
consciousness, can hardly reproduce the living spontaneous dynamics of the sound flux formed by 
modal and rhythmic rules (which was shown during expeditions). Heterophonic hearing and het- 
erophonic thinking are characteristic features of traditional singing culture, which can be easily lost 
outside the living continuous performing tradition. 

Such texture organization principle — linear-cluster heterophony with virtual vertical structure 
— can be found in some Chuvash and Mari songs of a certain style layer, namely, early traditional 
time-bound songs. They are also similar in rhythmical, performing and modal-intonation features of 
their style, which points out that a characteristic regional style layer in song tradition of Turkic and 
Finno-Ugric peoples of Volga-Kama region. 

Speaking about the genetic connection between the Kryashen Tatars, the Mari, and the Chuvash- 
es, I meant ethnic diffusions which took place in the Middle Ages between the Finno-Ugric and the 
Turkic peoples of Volga and Cis-Urals regions. The Mari and the Chuvashes are neighbours of the Ta- 
tars in Volga-Kama region. In the 9" - 13" centuries they were part of Volga Bulgaria, and in the 13" 
-16" centuries they joined the Kazan Khanate. In 1552 the Kazan Khanate was conquered by Moscow 
Kingdom. Volga region was joined to Moscow Russia, which thus became a poly-confessional state. 
One of the political goals of this state was to convert the peoples of Volga region (Muslims and pa- 
gans) to Orthodox Christianity. 1555 the year when Kazan Eparchy was created, is considered the 
official date of these peoples’ Christianization. 

Mass Christianization of the Tatars, the Mari and the Chuvashes was, by all means, a cultural 
cataclysm; however, it was not by chance that the process of conversion dragged on for two hundred 
years, from the 16" to the 18" century. Islam already deeply rooted in Tatar culture, while the Mari 
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and the Chuvashes had very ancient pagan cults. The baptised Tatars, Mari and Chuvashes can be 
said to exist since the 18" century. These peoples adopted church calendar, church feasts and rites; 
however, the pre-Christian cultural systems and the corresponding traditional singing continued to 
exist. (E. g., the Mari praying in holy forests is known to take place even today). 

Traditional Chuvash and Mari singing also include collective singing of agricultural communi- 
ties. From all types of sounding at hand, I chose examples of texture with non-fixed vertical structure. 

In his collection of Mari folk songs (Gerasimov, 1978: 47) the scholar presents the song notation 
which I would also describe as texture type with virtual vertical structure, which has similar texture 
with virtual verticals. Fortunately, there exists a soundtrack. This is a good example of traditional 
singing of the Mari — the people of Finno-Ugric language group (ex. 3-4, fig. 3, audio ex. 2). 

Finally, I found vertical structure of the above-described type in the traditional singing of Anatri 
Chuvashes, who belong to Turkic language group (audio ex. 3). 

It seems reasonable to speak about the existence of a style layer characteristic for the region in 
song traditions of the Turkish and Finno-Ugric peoples of Volga-Kama region. 

I think that a thorough analysis of inter-syllable vertical structure in heterophony is a way to 
understand the composition of this texture type and authenticity of performance. 


Notes 


' An expedition to Anatri Chuvashes to Chistopol Region, Tatarstan (1981), Apastov region, Tatarstan (1981), to 
Yelabuga Mari in Yelabuga Region, Tatarstan (2000). 


? T already spoke about this at the conference in Borjomi in 1988. 


> The term “intonation field” was suggested by I. Zemtsovsky. See: Zemtsovky I. The Melodics of Calendar-bound 
songs. Leningrad, 1975. 


* There is also a singing texture when one of heterophonous voices is an octave above or below the common 


intonation field. 


> The concept of unison in this context, as well as applied to non-tempered folk singing in general, is notional to 
a certain extent. It implies the convergence of several voices to a common scale degree. Due to the difference in 
timbres the general sounding acquires volume, the deflection of the voices from each other amounts to 2/3 of a 


tone. 


° For the definition of rhythmic cliché suggested by me on the basis of the Kryashen material, as well as types 
of rhythmic clichés, see: Rhythmic Clichés and Melodic Interchangeability in Kryahen Tatar Songs. // The Folk 
Song: History and Typology. Leningrad: Leningrad State Institute of Theatre, Music and Cinematography. 1989. 
P. 157-165. Similar to such terms as “rhythmic type” (Zemtsovsky) and “composition unit” (Yefimenkova). 
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Audio Examples 


Audio example 1. Kryashen Tatars, Pestretsi group, Pestretsi area of Tatarstan. Mas/enitsa song. Recorded (1992) 
by Nailya Almeeva. 


Audio example 2. East Mari, Yelabuga group, Yelabuga area of Tatarstan. Recruit song. Recorded (1978) by 


Oleg Gerasimov. 


Audio example 3. Chuvashes, Anatri group, Kanash area of Chuvazhiya. Drinking song. Recorded (1987) by 


Nailya Almeeva. 
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LyGs00 1. ImbsO~MAmo MsMApd0b gebbsbegsob Gyg9. Gog6o~s6: Myxametumun, FO. (1977). 
Tarapbi-Kpsmenbi. M.: Hayka. 33. 20 

Figure 1. Kryashen settlement map. Made on the basis of a map from: Mukhametshin, Yu. (1977). 
Tatari-Kryasheni (Kryashen Tatars). Moscow: Nauka. P. 20 
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Isgom@owo 1. b5y {Hb Lodegm@s. Woy g7era 3Ogzs@o, 3gbHAQQOb GgQ,0mbo, MsMMQn0b My_b3-yo- 
03s. Boofigms (1992) ws gsdag3%s 6. sedq9399. 3 9dyeoes6: Almeeva, A. (compiler). (2007). 
Pesni Tatar-kriashen (Songs of Kryashen Tatars). Issue 1. Pestrechinskaya (Primyohinskaya) group. 
Under the general editorship of I. Zemtsovsky. Saint Petersburg — Kazan. P. 29-30 

Example 1. A Circle-Dance Tune. Kovali village. Pestretsy region, Tatarstan. Recording (1992) 
and notation by N. Almeeva. Notation from: Almeeva, A. (compiler). (2007). Pesni Tatar-kriashen 
(Songs of Kryashen Tatars). Issue 1. Pestrechinskaya (Primyohinskaya) group. Under the general 
editorship of I. Zemtsovsky. Saint Petersburg — Kazan. P. 29-30 
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baGsmn0 Zs 3o6g0b M0Gd-qc~o 3em099 Nol Isgscomoges6 
Figure 2. The rhythmic cliché of the tune from example | 


JJ dau 3 20 J 1 Gd 
JJ 
ddd dl dd ddd 
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Isgom@ono 2. 3esbH Md Nol Isgsconoesb 
Example 2. Clusters from Example | 


Iogomono 3. A7ZONH {ero bodeqms. 34gd~j~oes6: Gerasimov, O. (1978). Marinskie pesni iz Tatarii 
i Udmurtin (Mari Songs from Tataria and Udmurtia). “From a Folklorist’s Collection” series. Ed. E. 
Alexeev. With notes. With an audio annex — a flexible audio disk. Moscow: “Sovietsky Kompozi- 
tor”. P. 9-10 

Example 3. A recruit song. From: Gerasimov, O. (1978). Marinskie pesni iz Tatarii i Udmurtin (Mari 
Songs from Tataria and Udmurtia). “From a Folklorist’s Collection” series. Ed. E. Alexeev. With 
notes. With an audio annex — a flexible audio disk. Moscow: “Sovietsky Kompozitor”. P. 9-10 
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WAMsM0 3. 356,04 GOGIje@o 309) Ne3 dIsgscomopesb 
Figure 3. The rhythmic cliché of the tune from example 3 


oe ee ole 2 go 
ae ee 


Isgom@ono 4. 30esbGMJd0 No3 Isgsconoesh 
Example 4. Clusters from example 3 
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A7bsderos, SMmoGo3ebg7d0 3933 39% 9736018099896, dvgQM3d AbsMeESdIg_MAd0b Iobsbo- 
9 INH 5E LoboMAq6~e Of67dM@OS HMHsIE030794~O IHs39e~bdosberdob IHs300~M3xq{ME3960 &gJb0- 
30% g0dmgyq69d8, Moms abobo A7bIsG gdo~M_dQMoe 99dIM|MQd0b63M Ls QHO BAD oe 4793Hs0. 
gsdMMa3bycro 9/3 abs, Mod sdob gsdeor dsoOngob MIMO Csj}EMH Lobegasemgdbabngz0b bo- 
37940 SKGOL Msg{bIenb3gZ0b gsde, 433039 Oy gb LotergaseErgss (JbsM@sdIR|M|d0, IjZe08) 3d 
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MATT HARVEY 
(AUSTRALIA) 


POLITICAL POLYPHONY 


Though they may not be aware of it, the techniques of traditional polyphony are available to 
politicians who seek to inspire their supporters, get them “singing from the same songsheet’’, and seek 
to present a united front. They may also be accused of “preaching to the choir’, though if the choir 
(supporters, media, public) follows their tune, this may yield harmonious results. If we take Jordania’s 
taxonomy (Jordania, 2011:16), we might apply it to politics as follows: 

Drone: politicians are often accused of adopting a monotone, but it appears to sound more au- 
thoritative than a varied tone. It would also appear that if the same thing is repeated often enough, it 
gains authority. Sections of the media also seem to believe in constant repetition of the same message 
and the advertising industry also seems to believe in its effectiveness. 

Ostinato: frequent repetition of a short phrase or slogan is a technique widely used in politics. 
In speeches, it can lend a musical quality. It is described as being “on message” during political 
campaigns. If the content of a speech can be continuall tied back to the slogan, it can work to shape 
and unify the speech. The slogan may also resonate with the people and be suitable for chanting or 
becoming a catchphrase in popular use. 

Parallel polyphony: Where a political team are putting out a range of harmonious messages and 
the leader seeks to change the tone, they would hope that the rest of the team are able to adjust their 
tone accordingly. 

Canonical: In politics, there are a limited number of positions with well established rhetoric to 
support them. They may be used cyclically by the same group eg on gaining power: “Things are much 
worse than we thought. We must all tighten our belts”. Then at election time “These are all important 
projects. We will make them happen”. The other canonical analogy would be the different sides of 
politics putting out their same messages all the time with some people always supporting the same 
party and others moving as they see fit. 

Heterophony: Heterophony as a close associate of unison singing, where parts sing the same 
basic melody but sometimes, consciously or unconsciously, deviate from the basic melody. There are 
interesting psychological differences when singing heterophony, and sometimes singers believe they 
are singing the same melody, but they are in fact singing different versions of the melody; on the other 
hand, sometimes singers believe they are different tunes, but in fact they are singing the same melody. 
All these have interesting parallels in polyphonic life. 

We should also consider the possibility of Unison though this may be more suited to dictatorship 
than democracy, as everyone needs to sing the same melody. We should also consider Cacophony, 
perhaps the most common form of polyphony in political discourse. 

In this paper, I suggest that Harmony should be the politician’s aim, but many prefer Unison. 

We should also consider the availability of some musical styles: 

Classical: based on well developed principles and governed by strict rules. A party may have a 
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classical ideology from which it is willing to depart if the times demand it, but which is available if 
they need to show some principles. 

Folk: Politicians can appeal to their folk roots and homespun wisdom and stories. 

Jazz: Politicians can take an old theme and dress it in new clothes to fit the times and improvise 
endlessly. 

Pop: Politicians are often accused of “populism” — doing what is popular rather than what is 
“right”. In a democracy, politicians have to do a certain amount of what is popular in order to get 
elected, but if they have no core values, they may be swept away by a change of public mood. 

Rock: perhaps more suitable to rebellion, but loudness, repetition and anger can be powerful 
instruments for a politician, particularly in the times of social and economical upheaval. 

The next question might be the politician’s musical role: 

Composer: the politician has written the book by which the country is to be run. In Australia, 
Menzies and Whitlam were composers, in the United States FD Roosevelt, Kennedy, Johnson and 
Reagan, in Britain Thatcher. In the USSR Lenin and Stalin. 

Conductor: this is the role I believe governments, and especially their leaders, should take, 
encouraging the people to live in harmony, but there are the problems that some people may want to 
play a different tune and some do not want to acknowledge the conductor. In Australia, Bob Hawke 
was perhaps the most successful Prime Minister to play this role, a great conciliator who after eight 
years seemed to stand for nothing. 

Soloist: Many politicians want to be the star of the show. This is certainly the case for dictators. 
Paul Keating wanted to be the Placido Domingo of Australian politics but the people became sick of 
his tune. It is true that Ignaz Paderewski, the great pianist, was President of Poland. Perhaps that was 
particularly appropriate in Poland at the time. 

Musicologist: some politicians are expert in judging what the people want to hear at a given 
time. Others seek to impose their tune. Vytautas Landsbergis in Lithuania stands out as a musicolo- 
gist President. 

We might start with the actual use of music in politics then return to the metaphorical. Perhaps 
the most common use of music by the state is the marching tune. This can be so powerful that it in- 
duces ment to march to their deaths full of patriotic fervour. 

The church has long understood the importance and potential of music. Many political move- 
ments have also recognised the power of music to express solidarity. 

In Australia there have been few songs used in political campaigns that have caught the public 
imagination. One was the /t’s Time campaign in 1972 which swept the Labor Party to power for the 
first time in 23 years. 

In Australia, the British anthem God save the Queen was also the national anthem for many 
years. In 1974, a plebiscite was held and Advance Australia Fair was the people’s choice as the new 
national anthem. For many years, this song had been connected to the Labor Party, but it seems that 
that association had been forgotten by the time of the plebiscite. The most popular national song, 
Waltzing Matilda, the story of a sheep thief who drowns rather than be arrested, was thought to be 
unsuitable as a national anthem. On official occasions, the national anthem seems always to be led by 
an individual rather than left to the people to sing in unison or polyphony. 

An interesting form of polyphony used in Australian politics has been “Dog whistle politics”. 
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This is where the politician has a message that only their intended audience can hear. The most 
famous example was when Prime Minister John Howard said: “We will decide who comes to this 
country and the conditions on which they come” which sounds reasonable but was a dog whistle to 
his supporters that he would be tough on asylum seekers. 

The easiest note for a politician to strike is fear: there is an enemy, we need to fight them. We can 
note the success of Hitler, Stalin and Churchill with this sort of rhetoric. Hitler also extensively used 
call and response form of communication. 

In modern times, politicians have tried to have their cake and eat it by having limited wars in 
distant countries like Iraq and Afghanistan so they can whip up patriotism when it suits them but not 
inconvenience the people. The thirty or so deaths of Australian servicemen in Iraq and Afghanistan 
have provided frequent opportunities for prime-ministerial mourning as each body has received a full 
military funeral upon return to Australia. Another opportunity for political music. 

We have established that dictators use drone and ostinato to assert their authority and rouse 
patriotic fervour — and these instruments are also available to democratic politicians, but how do 
democratic politicians create harmony? It must start with people being happy in their positions. I do 
not say “stations” as in Australia, we believe in social mobility. Sing your part well enough and you 
may get a new one, but different elements must be willing to play their part and work with others. The 
politician conductor must ensure that there are fair shares for all then get everyone singing their parts 
well so that overall harmony is achieved. 

There are many forces against it. Loud drones may try to drown out all others. Ostinato may 
substitute slogans for thought. 

A politician will be more successful instilling harmony if there is harmony in their own ranks. A 
ministry is like a microcosm of society. The members must be persuaded to work as a team and while 
many may be seeking different positions — and indeed the leadership — the good leader can get them 
to play their current parts in harmony and to move in parallel. 

Question time in Parliament is a time when harmony and disaccord reign. The practice of alter- 
nating questions from opposite sides of the house means that an opposition question seeking to dis- 
credit the government (not really seeking information) is followed by a question from the government 
to the government — a question the government wanted to be asked, a “Dorothy Dixer”, not a genuine 
request for information. Thus question time is never for questions genuinely seeking information but 
alternates between the disaccords of insult and the false harmony of the requested question. 

After the Second World War, after a period of attempted socialism, Robert Menzies came to 
power in Australia with his great love of Britain. He also fostered a fear of communism and tried to 
ban the Communist Party. That combination of fear and patriotism served him well. He had a rich and 
beautiful voice and became something of a father figure in his 17 years as Prime Minister. He was 
succeeded by three men none of whom were great orators. They were succeeded by Gough Whitlam 
who was a great orator and also had good speechwriters. Whitlam tried to be composer and soloist. 
He rolled out an ambitious program and poured out rhetoric and oratory. Apart from the “It’s Time” 
theme and the plebiscite on the national anthem, Whitlam did not make great use of music except in 
his voice. His successor Malcolm Fraser was a less inspiring orator, but did enough to get by. He used 
the technique of ostinato effectively. 

Bob Hawke was a good orator but did not have a beautiful voice. He formed a duet with his Trea- 
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surer Paul Keating, who delivered lessons in economics, though in a colourful way. Keating could 
engage in high oratory or street fighting abuse. Hawke was adept at resolving conflicts by bringing 
people together and for a while, harmony reigned. The fall of the Berlin Wall and the collapse of the 
USSR did not affect Australia as much as this part of the world and by 1991, Hawke seemed bereft of 
ideas and Keating took his long-awaited chance to seize the leadership. 

As I mentioned, Keating wanted to be Placido Domingo. His musical tastes ran more to Mahler 
and he loved firm principles. He made some fine speeches and dealt with some difficult issues, but 
having already been in the public eye for eight years under Hawke, the people were tired of his tunes. 

Keating’s replacement John Howard had an annoying, drony voice. He had no known musical 
taste. Although assisted by an able young Treasurer Peter Costello, Howard liked to hold centre stage, 
though he certainly did not fancy himself Placido Domingo. I have mentioned his “dog whistle”, but 
most of his rhetoric was more a drone. Nevertheless, he struck a chord with many Australians and he 
was re-elected three times. In 2007, he lost conclusively to Kevin Rudd, a man also without oratori- 
cal or musical talents. Rudd had one characteristic of interest to us: he liked to ask himself questions 
and then answer them. He had a quiet and pleasant manner in public but a violent temper in private. 

Rudd was replaced in 2010 by Julia Gillard, who had been his deputy. Gillard is Australia’s 
first woman Prime Minister. She has been criticised by Dean Frenkel! for the flatness of her voice. It 
is boring and unpleasant and also lower class, but as she has also been criticised for her dress sense, 
she has received much criticism for matters of style rather than substance. She has had some success 
getting her ministers to sing from the same sheet, but she has had trouble finding a good song. Ironi- 
cally she was born in Wales, but seems not to have inherited any of the oral richness of Welsh culture. 

Gillard has a former rock star, Peter Garrett of Midnight Oil, as one of her ministers, but he is 
seen to have sold out his rock spirit and joined the establishment, and also not to have been a suc- 
cess as a minister. He has not brought any of his rock spirit to the government and no longer sings in 
public. 

The Leader of the Opposition Tony Abbott is more of a fighter than a singer and he has struck 
only a droning, negative note. 

A word should be said about the role of indigenous people in Australian politics. Having been 
marginalised and ill treated since European settlement, their situation has improved somewhat in the 
last fifty years. They attained full citizenship in 1967 and title over traditional land in 1992. Aborigi- 
nal music has not become part of mainstream culture but occasionally a mixture of aboriginal and 
mainstream music has made an impression. The aboriginal singer/guitarist Gurrumul is presently 
enjoying great success singing in his native language songs which are more melodious than tradi- 
tional music. Jordania has noted that Australian aboriginal music is heavily monophonic, though the 
didgeridoo? is an effective drone. In Australia, there have been attempts at “reconciliation”, a kind of 
harmony between black and white, but there has not yet been enough successful blending of aborigi- 
nal and non-aboriginal voices. 

Finally I should mention a sad event connected to an Australian traditional song. In 1983 when 
Australia won a yacht race the America’s Cup, held by the Americans for over 100 years, the Austra- 
lian rock band “Men at Work” song Land Downunder became an unofficial national anthem. It was a 
huge hit in Australia. It included a flute solo of the well known song Kookaburra sits in the old gum 
tree, a popular children’s round. More than 20 years later, the company that owned the copyright sued 
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the writers of Land Downunder and won a 5% share of their royalties. Greg Ham, the faudioist who 
inserted Kookaburra but was not one of the writers, was devastated by this development and it may 
have contributed to his recent death. Out of the two songs, which had become public property, one 
used to give money to the copyright holder of the other long after the author’s death. It seems a bad 
omen for Australian polyphony. 

We seem in for some unhappy times in Australia, having survived the global financial crisis 
and enjoyed a mining boom. The benefits have not spread evenly around the country and there is no 
sign of someone fostering harmony, only politicians who want to set us against each other. Having 
said that, we have undoubtedly enjoyed a more harmonious political history than Georgia. Perhaps 
there is an inverse relationship between traditional polyphony and harmonious politics? Jordania once 
answered a question from a BBC journalist, interested why Georgians are so difficult to unite politi- 
cally if they like singing together so much: although Georgian do like to sing together, they do not 
like singing in unison, instead preferring to have some individual freedom in the overall chorus. So 
polyphony can be characterized as “unity acknowledging individual freedom”, close to the European 
Union’s embrace of “unity in diversity”. In my capacity as a scholar of the European Union, I believe 
that this makes Georgia at least psychologically ready to join. There are some political matters mak- 
ing this difficult, but they are mainly beyond Georgia’s control. Once Georgia gets into the EU, you 
will be able to teach the other Member States how to work together more harmoniously! 

It has been said that federalism is the “polyphony of politics”. Australia is a federation and it is 
true that the States and the Commonwealth speak with many different voices. There have been times 
when the States have managed to sing in harmony, but it is very unusual for the States and Common- 
wealth all to be in harmony. Georgia has had experience of being in a federation — the USSR — but 
perhaps Russian domination and the ideology of communism did not support polyphony. I do not 
think that we can see much support for polyphony in the rule of Stalin! 

Now the possibility of membership of the European Union arises for Georgia. The EU treaties 
talk a lot about harmony. There is a whole system for “harmonising” laws. It was hard enough foster- 
ing harmony among the original six Member States. Now there are 27 and rising, harmony is even 
more difficult. There is the possibility of the most radical type of polyphony, counterpoint, being used 
in the political system. Certainly the EU could benefit from more expertise in harmony. As well as 
wine and gas pipelines, this is something Georgia can bring to the EU! 


Notes 
' Dean Frenkel is a noted throat singer and voice coach. 


> Australian wind instrument (edit.). 
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303 LAGI {Oj GHgJbogob] wosdysM{dqjemo AMsZ0e~bdosbo BMsea3oqd0b dogo~omgdo 
IM5Z@IO8S 8RMO3940. I80 3b939 363Egd0M BsqGemQb beer bdo 330699/e0dj7M0sE86 (dogscomse, 
LoggoMab shbsddemgdo, I3968Mq960m gs6GIGbeEob LodmgM|d0), 539 Cs d9-d96BQE~Qb bserbyddo 
(0B Moe-7M 93M%030E36, d539b bsMbdo 3sdq7Mqbo~w@sb, doMob Iqbo3Z0do %addsd39b Brbsesb, 
LomodMob s6bsdd~98do 3,96 08/Sjbeng,acsb, d36es-moabesb LsygoMal 66308 7ddo (396) Moer- 
90 3M0300E36 es b63. 8mgq80b6Z0b {63s dogsmomgd0Es6 ~wogsbsb7e~m9d abeEMmbzbAAM godqe~rs- 
Bobs Aqbogob, BmyqBobs wes 3HodsHHjerolb 32mg} Sm~moy{mbosb wosbsgmg]o bsJoHm3Zqc~mmeEsb, 
RemgaHob Hosob L533] A7bojemgdje moh37O IGog0mbdosb Lbyjeqhosob, Ages 7d0m 
B33 988 (3Grdoe~ A Abaco Loemsdqmob GHMsE0(309db gqAOb3ob merfowsb (Velitchkina, 1996; 
Grauer, 2011; Jordania, 2006). 

839Gb PHoJbo39, KrgseEsw, gsdIerbsGo3b 3o3d0Ob qHmb] I78) obbGG-qdIQ6bs v6 bdsdo 
dg9MSO3 SH_QMbs Hoy AreEg@pdbs Ed VohyIgb (35-9494) Bomob, GmeEgbs3 gmddoboM- 
Ses 0fd6qd5 ,,domosbrds*. sdsborsb, 436 86939 Bgodegds GsHdIMGZb  BlgZeEm3oem~og3mbo- 
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$3 Jno bdsdo 96 b53M93d0. 53 Hosob 3my0ceqjhHo se 398 06,0 39Ma0eE (36mdagra dogomo- 
MOS OMEMOA, M3 JOHO bdam ofdbgd9 FMMEMMAMs@ Msde 760d) BIOL Bosdgkeom ds, 9/3 
DLaQ_momb’ IHs30e~ gym jModo 33b63eE900. 

A9derJdJQ@7d0H0 HZ9e~MbsbMobon, Jodboo3Z90M0 obs3, 4d LbgsIe5bb3o Hosob b8Ms8qa,09d0 
54S7HM338MHO3Z630 ImJdg~mgd1s smfdsb] ws og76qdb dob 8H 76R300Mb APO Qmadab 3MJo30- 
E86 AmdenbsM] Asbsbosmpzdmgoo0b hsdmygomodgdsobsngob. 3d 3b qJbGdo 7b ,,obsero dobsbosmg- 
degd0% Jdbab QHa In~moshrdsb, 37dGseoyO-d7dq 36 960m MAAK Aro sHhgdb, Gede~qdo(3 qydse- 
gb Ebjb7 QMOdsbQMObsg36 d6043690mMz63E gsbbb35zq9dqjm09, G38 06GMGdS303 (dagom0 
396d 760) Lodo (mb7b7 Lb3q;30g3034%0 bIMboMss MMas6o%9dye0 (Bregman, 1990). 

Agdo 3369308 93+96—50968)-4H0 dobsbos obgno eEmbob Lobsqdob wes 386M GZgbob mMHas6ob yd, 
M9903, BA’ A7AG yb ogq_bsogqHo HsbAmdob Gqdeged 33e~mg30b. bodm~mme dobsbo yo 
58 376MARGOL AqboZomyjh 36GB q]bG do A7bFogmss; B7bMIg6abs, Gmd{~ma3 boobs {gb 3-0d- 
8 F030 Agbsdengdemmd gdb fdbob DLdIG6{~mOL YyAMsEEQd0b DobssyMedoe Ls | 7dHoeihqho 
IeordI760b wow asdr3r@ompdob Jobsmgdse. 

LAoGosdo FoMderewggbam~mos sbymo Hosob Ieogmpbsns shsmobabsedo 336663539d-ye0 doc- 
30009304 do3@q doderbomgs. 9439 b6gse0b639 Hosob Igbogob <jhyqjoHo Isgo~ongdo BggZsMhag 
Ingmo ALagmamb IsbIGsdo0m, Jobo ob}mGoob gsngs~mobGobgd0m. dodshbos, md sda30Mds 
AqEsH7d00d8 shoerodds, b639E5b639 CobGjosmoabob GBq~egA,9d0b (3380H0b30H7d39 ws bobm97%oM)- 
$39 BOseayoqwmo IAgbozob s6smoboes6 bdj760m sEJdsdeE], dbodZ6q7~mMgZbse HES Gq339c~ob 
Ldqboma Es IqboZ9~ WHO o~ybogdob FoMdmfdbol Ag7b7yer0 393,900. 


GA7boM0 bGj6s es sEJdob’ 3979%3393G~md9 
Ldg76om0 seEJds, GMgMG?3 AZq6 sdobb AggjemgdMog 308bM7IM, ME(3d ,,dOLIG6ss* 39-yerobb- 


IdM, 8% sHob sebo4Mo 84m 3Zgbo. f3760 yyMol ~sG_ob 333960 Bgadmyds 30dM0M|dE9b, do- 
345d Lsdmmem xsddo, sEJds, 4MgZH(3 LdA_bAMO gsd-r3r@a~|d9, bOM309MENdS, MgZH3 
HgZOMMMZajMO AbG{MIM]H (300 8MHO37b0, GMI{m FoMderJdbols LAgbomo smfdob Iogwogemb. 
A3960 ya_Go sgqbsGa3-3Ho Amgerpbob A_ZRebgdobsb gs65bb3039db wCoxQ4Qqdob, BgOFydob, cooger- 
Gob Co o. G., GIEg96 sHobydb DbodDZb{~mmdob, LAG AIH Qoob, Ireg~mb es 9.0. 

pbdgbomo b3j6ob sbsmotob~* (bbs) Gbgdsb oJ gsbbs3qnM7dqjeo AbodZ6j~mmds s43b. ob 
SEF QOL, GMgZMH ssbyeobysb Ldgbomo sm fdob Lob sgdo bdo QMosbo Cs Goymro 43°bh03%\60 
LsdysMHers 3907397} AqmsbbIQd jew daqMse@ geqd7bH gdb 96 DbodZbg~mmdob JJerby Arg~mgbqob. 
dd@763E, 030 3396d8M97d3 LIG6AMA AmZgerbgd0b sEJdob MmMasbobqdsdo. ,,bdG60m0 b3j60b sbs- 
M0GO" CS393dMAPdQ~OS A396 dogh LbzIseE5b635 dg,qMaMo FyMrgdab wCsRZq_Rqdobs es gsder- 
yogebos6 (Bregman, 1990). 

AME 3 bsMbom bogby bIsQMOs6 MMsbdo QHOD IrmosssMsg0b bd 33gbdob, A396 304J- 
B8MH038—0 9d 339436 LAgbdomo Liyj60b shymobob A7bsdemgdcomds. GmEg7bs3 bAGsem0 bobsyg- 
dol dog daqM7d0 CoYanggdqjmwos sofdam Mag7eE, MomMMA AD dsMgs6b_ ,,bdG60m bszoeb~ 
39VOL7IM. df bobgb79 sm fdoma 353900 ,,o35eEbs* ws ,,Ggsaob’~ BmGob, Gob 334-73 bszocco 
8M0Jd7d8, AMMH/3 GMM FysOmesh IodenbsH]. MseMqHo Es Z0HAjoeojmo FysMeogdo0 bdgbom 
6339906 GFsHI-sE99696. obobo _7MmdsbgQnabAs6 sH9 BboJo~mmaoyMa Msgob7dqMQd90M, 9H- 
S09 L4g56H8 MG Zs~md0m 39646303980. Jsd, MoGod a3gbdob daqMqQd0b Bogo09Mm0 3-dd06s(309 
D_MF ZdqQmse E58 KmgogMoa — 8739039390 ]wIe? 3d Logamb dob gsesbsKOqerse _ ,,bdq60m0 
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GGg6ob sbse@mrobo~ 06939 ByMddEZs6j7~mMdL LAG6AM a63MHdS(3001 ,,.0592373RId0b gsbmbgd0m, 
43003 {0B AHO 0693-Mds7300b sedabol 39080 8-Zbofor~mmagdao — ARsdemysmmodgdjmo 
Ma s6ob7d0ls 3s6bgd00~. 

8 daqMgdab Lb3gq30g034H0 MMHasbob7ds, GmMIG~MA’yZ bsZoeEgdbs Cs GoMderJdbo~ mgZ0bg- 
49d sdergZb sbodsdb, 4MgZM 3 fbb, ~CsdImMZoEqQdjmos 5HYZ93HRVQIO’ _g9MBZqqmMo 3o6mbgdo0b 
AqbsdsdoberdsB}J. DAMES sHab C5xg797H7d0b 9394 Hob BrMQe~o Dsgscrama ws Byodergds 
SO3F QOH, MEgMH(3 9xYZ7RBVdO’_ go6mbyd0b Dgqegase@ Gomdmfdbo~a MmgZobgd0. 94939 Yoo- 
IergdqjMO MgZab9b09 _ ,,)90dMO — BsgseCob MMasbo%s300M smJdyero Iogempbs, Gemdqma73 9 
F9Hder3E3,76b b3g930930349H0 BomeyHo AMMGdob SoMEs30M% BjeEIAb. LIK6oMma Ieog3egbgd0b 139- 
Hae SEJIS J600Z67EMMgb3E09 CsdIMZOEISAMO EHMOM, LIAFHO AO C8 LoZG Qn Imwege~]- 
$69. Iq_boZob Ag7bzjCO sMJdse ZO CddIMZOOQdAMOS sEJdoMa ImEQ@mpOb LbZse5bb3 ~mby%9. 
I-Jb039do LoJdg 339436 qOM0gHM 393d AML IF YyrdH Jeow@gm 7dm6. MMgMMo388, Jsgsmoose, 
063do35 (bdo’ Loderagmal ImeEgepd0), Ig~mmeEas (AH g¥Z9H0 33j;0b Lodsem~ol Imeqergdo), 
080 (CHMaM AImeEg7@m|7d0) Ed 8. J. VEgbob shs~motab MZImrbsbGobom, s@Jdob GFomdeg- 
S {emo MZOL9d9b0 0d—~MZS 39M7ICd339¢r0 MdagJigd0b Mgabgdqd0b BLA L-yMsob. GmeEg_b3 
LEgbob shoemoba 394 bIMbEQd3, FoMdImJdbo~ro sEJdob 3OMIQd0 A_bsdsdobedssdo 3% sHob 
39% derbos6, dsdob, bobo dn~wosbse Jodgmymos. skhyno bdgbomo ogy bogdob, 96 yoJQ30gd0b 
LsbsbosmgdobsmzZ0b 367308605 (Bregman, 1991) DqdmoGsbs Jodgeqeva wse37993960b (36900. 
AZ9Gb yrgqeremajh g9M%Qdmdo Ldg6oma LobsgdQd0 y3{qmoe {Mb 93909d96 JaodgM7d0b Mosga~@vb 
5697300 97dM4E, dodob, AmeEg_bsy Iqjbozob A7Jd6ob bodm~mme do%sbo bdoMse sMob bdQbom0 
LobGadob_ ,,derhyngds" RoJhoy@o bszseam — dgqmMama BsbHmdqdam. 34 3rbA_JLGdo Iqbogs 
Agodengds smaFqQaob, gH (3 GobsbGsMas6bMsb30m G74d6s dag@oma HsbAedgdobs, Gmdeg- 
4043 LAG6oMO C5xYZ97BQd0b_ 8H 3gQbgdob AmeEqge~mgdb FoMders@39696. 9ds6 Bgodemyds bsomge~ra deo- 
8306 AqderJdQe9Gd0M 8H Z9bb SmmagmboyH IqbozmqjS L8GAJh-7M9ddO da,9om0 BHO_7d01b 
A7MFGydo’ 96 LEsymgRob HZseMbsbMabon. gs6dIQrMAdo0b YBqAbemdgbab LooxAd3erqQd0b 33,9400, ‘Bgbo- 
Imo, Z9dmMs3~maborb boabhgM7ber 369d0, bsw@o(3 LAg6ama sEJdob VjhsmM0 dsag9MoM 396 Bcrdol 
LobsMa7dmee Byodmgds dsbodsymoMpeogb. 

1950 Goel 433093%gd99 — doemgGds ws S.0b9d AoBs@gb gdb3qModq76Go daj9%om0 6s39- 
Lob 376md96%q (Miller & Heise, 1950). 38 bsd-y7dsmd Byero By_G yer Jqde@amdd0 — 1970-036 
F298do gsb6boM30gemQd-j~ b393-7d3CM086 _330MN3Z0b LdQbaMa AgJobobIGd0b9 ws smfdob Aqbobyd 
(Bregman, 1991; Bregman & Campbell, 1971; Van Noorden, 1975). ds ggds6obs gos dobo 
HS6sIDMHMdM dO gJb3qM0d767dd9 gZodrogmoabs Lbgs.eE5bb39 934bG037400 go6bodoggds, Mod- 
6980733 Ggadegds gsdergayjb-rn Morqjmo daqHob ygmd3mbygbAHqd0b CoyanRqdobsb. {sGn~ 33- 
£93900 HshIGOS CMIs6MMSGMMHoYMseE yrbHOMMM7d3 380Md9do IsMBo30 Msbdode|3@o- 
dob 9YQ79QBIQdOL’_ _OZEMVMO |gvbdIqQmMOpd0b HbA Gagd0b gobssbo~mob mse, Ma960%s(300b 
39 IGI GVO gs6ebqdob esbseaqbse (Bregmam, 1991). mosdmMsGmMoyjemoa 93740 ofdbgds 
LH Gsq 70,  seBgMbsGoymwo — Dsmsmo ws ~wsdsero Bebyzdob Msbdodw7gMmd0m Cs ages 
ISOSEH OS 0585 6538098IE, MSL3;3 ,,6538C0b 99948 0% AV mcegds (Bregman, 1991). 9b (36m- 
domo 9HR7JHo 8 gqGob HyJoogob {mMdGd0b I4erb7 I-qjbo30@96 IordeobsMyMdb. bsgswob 937460 
BODZH{Meg06Fomse go6bsbMZM3b dsaqmom gyobAmdb’. saqmMom0 bsz.eob wosgrosb Jyadeos 
39362968 Iersbeobmb obgo 3 548mM7dSg, O-MgZMa389:_ J3jges6ogrg39db Gomob bosbermgal bob- 
GH], EAMM0 bosbeng7, sd8emoG jes, Lo3%3qjmo degdsMymde, 89ddH0 ~s ¥. 3. (Deutsch, 
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1999). co399979493989db AmHals 3-6 3779673088 Iaqbo39C—-94H boG75(3098d0 Bjodergds dog3zoy396e 
589M96093696M356 JqP093,99dE9. 

6969 I-mdg30M, sdob Lsa~AbHMsGoMeE dDodmgzoba~mer smyqGobg,0b HgJoogo. go630bo~em 
4077997308, GMG9 38dQMMAd9E0 AKMmMeEAAMHO ImeEqg~m|d0 LH Am~@Id9 smgqGobg0b (9460300. 
gb bodbs3b, Mod beE™Ids Ige~mmeoab gs6sGor~7ds MGsdeEqbod] gsb6bb3og9dq4~ bo3Mo3b Domob. 
HAMMAM 73936 JMO bABb Irwegmol A7bsdsdobse es go6dIQrMPdabsb yegab y3qmo beeyo. 
93O3,38HM3Z960 453493 7d0b 33M a09dda MMasbobzdjemo BgqGobgob LAG qjms dag9Mob bo- 
I3OM{HS Losbmgonss IsMorqj~o. O-7I39, 9d I6H03, A_bsd~res, ayo’ 36 3°9]76(309 gdd- 
GjE bsgsebs (663s eE5b635 Lo3Ms30b GIQ60) ws bszse0b d39%I.H3 LodseE~@mp’ BoMob, bses73 
gMs:omgds HO3qboMdjmos IbI76{@mS]. sEbs60dbs309, Med A376b seEJdsdo 4q33~0mo Ig~er- 
07340 Ieorw@gm|7d0 ws Mado Dgadergds GoMderofdbsb 37943988 {ero 9HYZ3HVd0b (3~roem~gd0b 
BaegQa9R- 


5379680373460 3568md7d0 es bs 35980 

JobmdqbagremmgajG 330939do Hg%dabo ,,esdsbsbasogdge~o Impogegdo~ (“inherent pat- 
terns”) 30M39mose@ 39%3%8) 3770309 o@fgms (Kubik, 1962). ds6 9b g396mdg60 smdeshobs 
LAq6oMa bszoegd0b 7Jb38q%0d7HB Qo ModMosHmMHoymo 3309304 394709, Myo sdse@obes 
JboengmbB) 933404 39339M0E7db 0—9dE5 sEdebs3~@g0 393403900, (Kubik, 2010). 3440- 
30% 409% Fodsbemdemaga bodyd7d0 Dgadergds gsbobsbmZzMeb, GmgMM3 Ldg6oma Fomdobsb- 
306 Lobom sHbgdjmO der 7320E98]7MO A_MM@GOjMH-MOHdjMO 3MSb7d0, GMIq~mMs(;3 Ibeoe~me 
LAqboma gsderbs jogos ofgb es AqVIbHjmgdempdal dog 906 LH A~regds. ds6 obobo LF Msq30 
ssbsggoobs 3sMgggg~Vo LAGAIB IAL FabOogom grdImH3ag~e gISres-gbloJommgoge Iog- 
pbs ~wssbsbosms (Kubik, 1966, 1967). 

57800603 JLoemmgymbab IjboZ9 jas6eoes6 LIF6aMa Hszse@am dJom_dqjmo IMs39e~bdosber- 
d0b5 8, sdeqbsE, oygbHogjHo Hb Aerdob GFoMderJdbob GnsddjXeogo0 Dsgscramas. 3 js@obws 
F9Md-rse@3,76b bob CoE Jbo~mmgymbb, Gmdq{Mmb73 Gsde7b0d) AqjbLoZObo GHnEHMAMseE 93Ho3b. 
dJgms6 gsderdwabsM), Iqbo3s Aqea9d0 obMIJM~bymro berhgd0b HJsGo, qWHoogMnes393d0%9- 
SAPO A-reEgempdabs C5 9A ggM~O 068 JM3Z9e~9d0b3336, Gmd~|d073 8,4 Hebb seF9396 gam 
Fsddo. Go3Mob gHMO Cs 03039 86dodIED3HMd9d0 bsbagMdemngse@ IqmMegds. 3d LH Gs (33@0- 
69d90b dozZg538HO gsbbogqnMgoqew Ameqm|dn9b, Merdmgday Abwo7d9 Yseeb6Ho LobFMsyzom 
05393d0MJdjC~O 439%9db9 Cs bsGo~s39db BmGob. Mommg|Amo Igbogmbol dog BgbOyemgdqje~o 
(03829 BsdeEZ0~—mse@ OFMIMMbymos, d9g3d MHO bsfo~wol Iobsy3ergGmds FoSdemdodb domser 
LS 883M 3943938 JEM (0069d7db, Merdegd0(3 derq{~meEbym sMsMyQAJemoM@jm~m Mo0Gdqdb  Ja- 
Gob. sesdosbob gyHo seoJgsdb agdGsmBb — do~mos6mdob es sH9 obMMOM|djm~ dab. 
30908060% 98-40 MsbdodENZMmds doeos6h LF Gsqy09 adobogz0b, Mod yaMo dosy37b wes Bab so 
LID FOMEL y37~Ms Berdho. sdMHagsw, LIG6aMo sE dob s3sMoo ad-jmpdaeros, bskoMergd0b3d96M 
39099HZVQBOL Qh Dsboers Lb3seEsbb3s Ige~mmeoyHo/MoGBIj~mo Impgempdob y3Omdam. GFsmde- 
Jabomo  ,,ag 08 sehgdo* 34 LAME Ids GM 3mbzGg_QGQwo DpALMArgpsmob dogh, sMsdqe0 
FoMd-rsea76b ZoMave@ sm fdswo JjJsbobI7d0b AgeEqab, Herdegdai3 (3eam~erd76, wooyYQ-74Q~mb Jq- 
IedS35~M0 329HNd0 AQIHs@mBob yuqemoby boXoMer bs 30qd000/F.ysGengdse. 36030 sebodbo3b, 
49 aQdGoehob badyjdgd0b daegds sdeEzomse mdagJ8qMo 38(37b09; obobo IbmM~mmeE ses- 
dosbols IGQ@sMa LdQgbomo sm Jdob GqdIMbZ7Z0M sHPBoH5JG Job 9H Goderse@a76b: wosdsbsbosmgdgeo 
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ImeEge~ 60 sHab ob, ,,Mdb875 49340 3AMO39@MO 3d baAmHo deagha ghHdberdom 439Hgdb~ 
(Kubik, 1960; Kubik, 2010: 71). »d d3MMobsng0b IbogRemamdo oO SObs9ded1 Lb3o abgoo 
IIH VMS, [E973 3d3MKoGMM7d0_ 9d338M039 GoHds8Gd0n obe 7676 se@sdosbolb sedob Lobsg- 
dom dsbosjymoMjdob. 


Agqbsd3ded9 ImrBoMHy~ eE8 bIgQ60m bsbg9db Bomob 

37900305 9} QMs MsZ{ab0 5330%37d3 sIseCbEs JLo~mmg|mbol Iqbo30b Dq7bobgd wes A7qbo- 
d38derd9 ADL QmpmgQd0b JaMdberdgrmmdobs wo bdmg{s860 o~~7bo\Mo bod yjdgZd0b gsdeorbss-jeg- 
dob GrGHoab. ,,AgbbOjm7dqer0 HsGommpdab qHM0qMMI|353dOMJb0b J73mMbedojMo HgJoo30b Igd- 
39Mb0M, Ed 9b939 Lodsmmggdal: sMoMQQ-qjesM-ymro LAMA Qoob Gobsomdob msbdodeg3@jmo 
abHIMgZse~mgqd0m, 3Od3MGGMM7dd9 A7de~mgb, qgJdbsM Ldgboma LyaMsmo, Mmdge@a3 49d9q°369- 
3540 308640%9db (Kubik, 2010: 112). Idg76q9e980 30439896 95 IreEqe~97db, GmdGe~mos(3 Jqdb- 
Gy 6~7d~HVd0_ 739396, SMsdQ~ H3obob s~edoma IgjJs6obIob’ MAbHOAIGQMobs300b BjeEqAb. 9d 
393,900, Iqboz0b Iymqmo booby BIoMIE Ls3dsM@ gs6bb3o3eEqd0 berhgdob0g96, Merdqma(3 A396 
ALO Jergdobsl Ajaderqds 393036. 

gb sderqbb6jemo 3mb mado IromMqj~m es bd-mgZ96 bsbggdb BrGob Ag7bodeg_dqemos se- 
Ieg5habmo daqmMano gsbAerdob Ifrby bb3o Bosolb Iqbo30doy. Isgs~momse, gb30dmbjd0b 3mg9- 
coGo msdsdjsob (Katajjaq, limgaaq, Piqqusiraarniq) eEGob. Agq7q693%03, MG 80%0b30% do- 
3940 Jomo Rob yboJgobob wes sd-rb’joaJZobsb sbegblb b39(30303-4Ho Ioo37d0b 3:30~mob dob 
IGMJMO (dS YyOy dagMQd0m. He@PsemyHo 937480 dooegds wg-3oboM7d-yeo bAGd0L ImBagqd0b 
9OMd369M%7 L3H 76AM. MOMMA AMO Iero30 BqI0G93b Byes dggM7d0m Msbbegdjeo Jgq~r% (s6 
saMaJom) 4394904 3, Or LAG. 7aMdsb{ML ImbogZb, afdb7d9 MMO gsb6bb3Z539dq~mo bs3zseols 
AosdjXweomgds. MseogMse, yooggm@m d39Mob FoMdIeJdbob mH s3MHBbomMow@s6 Mommgjmo. sds- 
C06E3 JLo~mmgy3mbolb Iybogob Ibaszboe, M039 bds AHO daqMsMymI3eE~mgJLbL Jdbob. gbgo0de- 
Lgd0 mHa 336b63939dqjem0 daqHaM0 bszseEOb Lodjsemgdom (3E0~Md76 TFoMdshgd0b doeF gob 
Hs8d8ddo. ALIF {~MobsHgZ0b Goma gobsObg309 — qQdqo~meE Memdgm dgqMsb 306 sbHqjmgdb 
Ld 4g Doweob msdsdo (Beaudry, 1988). 

SOLBWOdL L639 BoJGmMHQb033, OMd~M7d0(3 LAME AF ymdb sbamo daqm@ono sb Amdgdab GFoder- 
Jabsb. gbo603: boZG3q4~@o Losbereg9 (fsegdo Msdsdobss gonds6Gmms6 dserosb sberor’ 356s6) 
LS 3O138Y7MH FAM sErd0b dbg53b9d9 (CEosssberbo, &7ISMO). 8H39MHMZ38GEZI6 sede DLdIR6ge~- 
Go ababo Aqab6gdqjerse@ ws aby IerbIMb Sjmow@ 9EF'9396, Hed bo(39Ho Lb3smds9 bsbsbbs ws 
gambar GmMoab. LIG6am0 bszo@ob 3863760 0973936 94 o3~qbGo373GO Hb Bedob Fomdofdbsb 
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SONIC PHANTOMS 


The Sonic Phantom as Emergent Gestalt 

We could generally define a “sonic phantom” as an illusion of hearing; something apparently 
heard but having no physical reality in terms of acoustic waves as perceptive input. Sonic phantoms 
are auditory illusions that we can indeed perceive but their locus of existence as hearing phenomena is 
only in our mind (our brain). The listener hears sounds that are actually not present as acoustic stimuli, 
but are instead emergent “fictional” sounds which arise as a result of a very particular organization of 
the “real” acoustic elements present. These kinds of phenomena have been recognized and researched 
independently in different fields of study and musical practice. 

Ethnomusicologists typically describe these sonic phantoms as “inherent or subjective patterns” 
of hearing (Kubik, 1967). Cognitive Psychologists refer to them as “auditory streams” (Bregman, 
1990). And within the realm of composition terms like “emergent gestalts”, “resultant patterns”, or 
“pseudo-polyphony” are common to refer to them (e.g., Reich, 2002; Pandey, 2005). Hence, although 
my preferred term is the one I am introducing here -“sonic phantoms”- throughout this paper I will use 
some of the different abovementioned terms as befits the context to point to the same phenomenon. 

A general analysis of different types of music from around the world (both traditional and non- 
traditional) in which we find examples of prominent emergent gestalts, reveals that these are often 
either a byproduct of, or in many cases intentionally produced by interlocking techniques such as 
hocketing. These techniques are structurally perfect strategies to adopt for generating prominent in- 
herent patterns and emergent complex sound structures from very simple elements. Examples of poly- 
phonic traditions which make use of the hocketing principle as a structural technique are abundant in 
Africa alone and feature in the music of the Kpelle people from Guinea/Liberia (e.g horn ensembles, 
bush-clearing songs), the Aka and Ba-benzele from Central Africa, Baka people from Cameroon, the 
mbira music the of Shona of Zimbabwe, panpipe ensembles of Ouganda/Busoga, Banda-Linda Horn 
ensembles from central Africa, etc. Other diverse examples include the hocketing gamelan music 
from Indonesia, the hocketed and yodeled vocal polyphony of west Georgia, the Lithuanian Skuduéiai 
multipipe flute music and lesser known Russian panpipe traditions from the Kursk province (Velitch- 
kina, 1996; Grauer, 2011; Jordania, 2006). 

The hocket technique, in general terms, describes interlocking alternating patterns of sound and 
silence between more than one instrument or voice which all combine to make a “whole”. However, 
it can also refer to the creation of a pseudo-polyphony within one voice or instrument. A well known 
example of this kind of vocal hocketing phenomenon is yodeling, found in many cultures all over the 
world, where a single voice is able to give the impression of multiple concurrent parts. 

What is fascinating from a creative perspective is how these kinds of strategies play with per- 
ceptual ambiguity and exploit its potential for producing emergent features which arise out of per- 
formance practice. In this context, “emergent features” would be global characteristics or gestalts- 
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perceptual results that are significantly different- arising at a higher-level when information (sonic 
phenomena) at a lower-level is organized in a particular way (Bregman, 1990). 

A fundamental aim underlying my compositional research in this area is in determining the 
organisation of such a ground-level system or process, which is capable of “bringing forth” the sonic 
phantom. My ultimate interest in practice is in exploring this phenomenon in a musical context as one 
which offers intriguing compositional possibilities to delight and capture the attention of the listener: 
a heightened gestalt listening experience. 

In this paper I present a brief general overview of the different perspectives on the analysis of 
these kinds of phenomena, as well as a selection of categorical examples of diverse types of music 
worldwide - and throughout history- making use of techniques that could be considered as giving 
rise to “sonic phantoms”. I believe this kind of comparative analysis - contrasting and synthesizing 
results from diverse disciplines, from traditional musical analysis to auditory perception, and across 
musical cultures and historical periods- could significantly inform and reshape our understanding of 
what seems to be an essential widespread human technique for the generation of auditory and musical 
illusions. 


The Auditory Scene and Perceptual Ambiguity 

Auditory perception, as we normally understand it when we refer to /istening, is not a passive 
process. Our eardrums may be vibrating, but to eventually perceive as a listening experience we must 
execute the neurological interpretational processes that give rise to the listening perceptual patterns. 
We organize the acoustic input by perceptually grouping, fusing, segregating, etc., so as to appreciate 
meaning, structure, patterns, etc. 

The concept of Auditory Scene Analysis” (ASA) is of particular relevance here. It describes 
how the auditory perceptual system parses a noisy and complex acoustic world into individual coher- 
ent auditory components or meaningful events, thus helping us organise the perception of auditory 
phenomena of interest. ASA is concerned with how we group and segregate various sound sources 
(see e.g. Bregman, 1990). 

When we hear out a single speaker in a crowded noisy room we are in fact carrying out auditory 
scene analysis. When sounds are grouped by the auditory system into a perceived sequence, distinct 
from other simultaneous sequences, each of these perceived sequences is called an “auditory stream”. 
There is a perceptual relationship between the “stream” and “source” whereby a stream is perceived 
as coming from a single source. Real and virtual sources are both examples of auditory streams. They 
are different, not in terms of their psychological properties but in terms of the reality of the things 
they refer to in the world. So, what makes us hear some combination of sounds as fused and others as 
segregated? To address these questions ASA looks at the “laws of grouping” of auditory information 
much in the same way as the Gestalt psychologists dealt with the “laws of organisation” for visual 
information. 

The particular organization of sounds that gives rise to streams and emergent properties seem 
to depend on the conformity to certain grouping laws. “Melody” is an example of grouping effects 
and can be described as an emergent property resulting from laws of grouping. “Timbre” is also an 
emergent property, a perceived property of a stream organisation, as opposed to the direct result of a 
particular waveform. Our perception of auditory events is highly dependent on temporal, spectral and 
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spacial patterns. Our perception of music depends on the establishment of these perceptual patterns at 
various different levels. In music we deal with nested patterns of relationships; for example, dynam- 
ics (loudness patterns), melody (sequential pitch patterns), rhythm (temporal patterns), etc. From a 
scene analysis perspective, normally in perception, emergent properties are accurate portrayals of the 
properties of the objects in our environment. When scene analysis processes fail and the emergent 
perceived shapes do not correspond to any environmental sources, they will be entirely chimerical. 
Bregman (1991) coined the term chimeric grouping to characterise such “fictions” or illusions of 
hearing. In our day to day environment our auditory systems try their best to avoid these chimeras, 
whereas in making music the goal is often to “fool” the auditory system into hearing fictional streams 
-the sonic phantoms. In this context, music could be described as being the deliberate creation of sonic 
phantoms, which are the patterns created by auditory grouping processes. So if the sonic phantoms 
are the patterns manifesting from the perceptual auditory grouping processes, then creative strategies 
can be devised to manipulate the relevant factors at the relevant levels of interaction that control the 
formation of sequential and simultaneous streams. This can throw a new light on the creative process 
in terms of highlighting how fusion or segregation of sound layers in polyphonic musical structures 
can be achieved. Understanding the basis of the streaming phenomena can therefore reveal interesting 
ways in which the perceptual auditory image can be manipulated to bring forth the sonic phantom. 

As early as 1950, researchers Miller and Heise were conducting experiments into the streaming 
phenomenon (Miller and Heise, 1950). This type of seminal work promoted the later development of 
a substantial research focus in the 1970s in investigating parsing mechanisms in auditory perception 
(Bregman, 1991; Bregman and Campbell, 1971; Noorden, 1975). The experiments of Bregman and 
his collaborators have demonstrated a number of different acoustic dimensions that can be used by 
perception to group together the components of a complex sound. Extensive tests were carried out 
under laboratory-controlled conditions with cyclic repetitions of simple-stimulus sequences to anal- 
yse the grouping tendencies under certain conditions, as guided by the Gestalt laws of organisation 
(see Bregman, 1991). The laboratory effect created when a rapid kind of sequence of alternating high 
and low tones separate into high and low streams is referred to as the “streaming effect” (Bregman, 
1991). It is this prominent streaming effect that manifests from music which uses hocketed interlock- 
ing forms. The streaming effect is largely responsible for the sonic phantoms. Auditory stream seg- 
regation can be affected by factors such as frequency proximity between units, temporal proximity, 
amplitude, spacial location, timbre, etc. (see e.g., Deutsch, 1999). Competition between the grouping 
cues can often lead to ambiguous outcomes in musical situations. 

Let me refer to the hocketing technique to illustrate this. Consider a situation where a repeating 
melodic pattern is played with a hocketing technique, meaning that the melody line is split between 
several different instruments. Each instrument is set to play one note at a time of the pattern, and will, 
through repetition, eventually play every note in the pattern. A hocketing structure between homog- 
enous instruments will more than likely be perceptually organized into streams governed by pitch 
proximity. However, in this case there will be competition between streaming by timbre (different 
instrument sounds) or streaming by pitch depending on where the attentional focus of the listener is. 
What is fascinating is that alterations to our perception of rhythms and melodic patterns can result 
from these changes in perceptual grouping. 
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Sonic Phantoms and Streams 

In ethnomusicological research the term “inherent patterns” was first described by Gerhard Ku- 
bik (Kubik, 1962). Whilst taking amadinda xylophone lessons in East Africa, and without knowledge 
of the experimental laboratory research into auditory streaming, Kubik stumbled across the phenom- 
enon independently himself on the field (Kubik, 2010). Inherent patterns, as put forth by Kubik, can 
be defined as independent melodic-rhythmic phrases that only exist as an aural image and are not 
played as such by the performers. He described them as a gestalt-psychological phenomenon caused 
by a certain structural arrangement of rapid passages with wide intervals (Kubik, 1966, 1967). 

The akadinda xylophone music from Uganda is indeed an impressive example of sonic phan- 
tom-producing polyphony and so at the same time of auditory streaming. The akadinda is a large 
wooden xylophone played by several musicians at the same time. The resulting music consists of 
rapidly interlocking patterns of isochronous notes and disjunct intervals firing at about 8.4 tones 
per second, repeating the same note sequence in cycles for extended periods of time. These speedy 
alterations give rise to prominent inherent patterns that appear to magically emerge from the inter- 
connections between the sound particles. The cycle played by each player is indeed isochronous but 
the interleaving of the two parts creates high and low perceptual streams that surprisingly give rise 
to irregular rhythms. The human ear perceives a “gestalt” instead of isolated sounds. The combined 
interlocked sequence is too fast for the ear to follow note by note and so the auditory perceptual appa- 
ratus has to regroup the material as it sees fit forming several different melodic/rhythms patterns. The 
“gestalts” that emerge are not played as such by any specific player but are instead a result of the very 
perceptual mechanism that tries to group the incoming sounds into the best fitting streams/sources. 
Kubik notes that obtaining the resulting pattern gestalts is indeed the objective of the process; they are 
not just mere incidental artifacts of the faulty human auditory perceptual apparatus: inherent patterns 
are “what many African composers are after by passion” (Kubik, 1960, cited in Kubik, 2010 Vol 1, 
p.71). For this author, there is no other culture in the world whereby composers have so successfully 
manipulated the human perception system with such expertise. 


Mismatch Between the Motor and Aural Image 

Kubik described his observations of amadinda xylophone music and the mismatch between the 
sensory input of the players and the sounding image as bringing forth illusory patterns: “by applying 
the economical technique of interlocking performance parts, and through an irregular structuring of 
pitch sequences in disjunct intervals, composers learned to create auditory jigsaw puzzles that would 
oscillate in perception” (Kubik, 2010: 112). Listeners perceive patterns that are not played as such by 
any of the players, but are instead a result of the perceptual restructuring mechanisms of the brain. In 
this fashion, the sounding image of the music often differs quite dramatically from the notes that we 
can see being played. 

This puzzling conflict between the motor image and the sounding image can also be observed in 
other types of music that play with sonic phantoms, such as the Inuit vocal games (Katajjaq, lirngaaq, 
Piqqusiraarniq). Normally played by two women facing each other, the partners vocalize specific 
motifs in alternating patterns of voiced/un-voiced and inhaled/exhaled sounds, with the total effect 
resulting from the motivic superposition of the de-phased voices. If, for example, each motif contains 
a low-pitched sound followed by a high-pitched one (or the contrary), and if the two voices follow 
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each other by half a beat, we get the impression of hearing two distinct streams of low-pitched and 
high-pitched sounds, respectively. In reality, each sound has been produced alternately by each of the 
two partners. Just as with the inherent patterns of the amadinda xylophone music, both voices are cre- 
ating each of the sounds heard. For the Inuit, the stronger the illusion of the two different voices with 
two different streams, the more successful the game is. It is even difficult for the listener to tell which 
sounds are produced by whom even when one understands how the game is played (Beaudry, 1988). 

There are other factors that contribute to this sonic phantom, such as spatial proximity (the wom- 
en stand very close to each other as they play) and similarity in their sounding vocal qualities (range, 
timbre). These are deliberately and skillfully used by the players to produce perceptual ambiguity in 
the listener, with a striking mismatch between what is seen and what is heard. Auditory streaming 
processes cause this sonic phantom to arise and the more skilled the execution of the Katajjaq the 
more salient the sonic phantoms are (Nattiez, 1983). 


Bringing Forth the Sonic Phantom 

The formation of perceptual streams is not exclusive of traditional forms of music but has also 
played an important role in classical and contemporary Western Music. Over the centuries, many 
composers have intuitively composed sound structures that were strategically organised to produce 
emergent sonic phantoms. Composers in the Baroque period such as Telemann and Bach frequently 
played with pseudo-polyphonic textures in solo instrumental works (e.g., Bach solo violin partitas) 
where individual instruments rapidly alternated between a high and a low register, giving the effect 
of two interleaved melodic lines. While the performances of these compositions are typically not fast 
enough to segregate the high and low melodic lines as prominently as in the amadinda xylophone 
pieces, they still produce a convincing degree of separation. The hocket technique has also been ex- 
plored more recently in many original ways by Western music composers such as Webern (“klangfar- 
benmelodie”), Ligeti, Xenakis, Feldman, Andriessen or Reich. Steve Reich used the term “resultant 
patterns” to describe the sonic phantoms generated in his process-based music (Reich, 2002). Ligeti 
was known for his admiration of African music and was directly influenced by it. He was fascinated 
by what Scherzinger called its “psychological doubleness” (Scherzinger, 2006), and in certain works 
he sought to achieve a kind of illusory musical space, inspired by such music as that of the royal courts 
of Buganda and the Banda Linda horn ensembles. In the 1980s Ligeti was already familiar with the 
research of Simha Arom on the music of Central Africa (Arom, 1991), as well as the theories of Ger- 
hard Kubik on inherent rhythms (Arom, 1991), all of which provided substantial inspiration for his 
compositions in the 1980s and 1990s. 

As a final example of a radically different cultural and historical sound expression, “beatbox- 
ing” is part of a popular modern tradition of vocal percussion, an art-form exploiting many vocal 
techniques that -somehow paradoxically- imitate beat-producing machines. Like in the case of the 
Inuit vocal games, it includes the widespread use of inhaled and exhaled sounds to produce very 
convincing sonic phantoms. “Beatboxers” aim to create the illusion of a form of polyphony, and they 
can trick the listening brain into perceiving certain sound events (basslines, drum machine imitations, 
vocals) as taking place simultaneously. Some of these techniques also involve the rapid alternation 
between vocal timbres producing multiple streams. In a recent article characterizing the beatboxing 
style, the authors suggest that these types of rapid alternations are used to create auditory illusions 
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and are employed because they can encourage the perceptual timbral streaming of the sound layers 
(Stowel and Plumbley, 2008). 
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NINO PIRTSKHALAVA 
(GEORGIA) 


ON THE INTERRELATION BETWEEN 
EBANI, BANI AND BAMI 


Musical terminology is one of the most important means to determine the stages of the develop- 
ment of musical art. Great attention has always been paid to the definition and analysis of Georgian 
musical terms. This is corroborated by the works of Georgian linguists, historians and musicologists 
on the study of the vocal or instrumental musical terminology in folk traditions and literary monu- 
ments. 

The vocabulary of Ioane Petritsi', an eleventh-century Georgian philosopher and theologian, is 
one of the most significant sources from the viewpoint of the study of old Georgian terminology. The 
term denoting the low-pitched voice bami, in Petritsi’s “Ganmartebai” (“Interpretation’’) is of great 
interest. Unlike the term bani, still widely used in vocal performing practice, the term bami of Petri- 
tsi’s work is almost never used either in literature or in everyday secular vocabulary. Even in the fun- 
damental dictionary of the eighteenth century (“Sitqvis Kona” lit.: “collection of words”)’ the primary 
sources of the above-mentioned term is Petritsi’s work. It is interesting why Petritsi calls the bottom, 
third part bami, instead of bani, and where he had found this term to denote the third voice part. 

In his work “The Basic Issues of the History of Georgian Music” I. Javakhishvili made a very 
interesting suggestion. Very interesting and debatable is Edisher Garaqanidze’s opinion on the term 
bami as well. First of all, I will touch upon their conjectures. 

In the afore-mentioned work I. Javakhishvili dwells on the definition of the term ebani. Begin- 
ning with David’s Psalms and the Georgian translations of “The Genesis” until the nineteenth century 
this instrument prevailed in the old Georgian sacred and secular literary monuments. In the nineteenth 
century the trace of the term was lost. Neither the old literary sources nor folk traditions provide any 
plausible information about what this instrument was like. Hence, I. Javakhishvili, who was very cau- 
tious when coming to conclusions, suggests the following, “Factually ebani had not been preserved 
in Georgia, but ebani seems to be the Georgian name of this instrument, whether the instrument was 
originally Georgian or not, remains to be determined yet, but its use as an equivalent to the Israelite 
Kinnor (knari) gives us grounds to infer that ebani too, was an instrument which belonged to the 
group of stringed instruments and accompanied singing at least in the period when “The Genesis” was 
translated into Georgian” (Javakhishvili, 1938: 138). 

I. Javakhishvili supposed that during certain period ebani and knari must have been synonyms. 
In order to determine what they were the scholar compared the corresponding passages of the Geor- 
gian translations of “The Genesis” Based on this he considered that both ebani and knari were equiva- 
lents to the Israelite kinnor, the Greek zither, the Armenian kanar and the Latin lyre. I. Javakhishvili 
lays special emphasis on the fact that the terms ebani and bani have a common root and hence they 
may have been of Georgian provenance and suggests their possible age. 

Very interesting material about ebani, corroborating I. Javakhishvili’s idea, is provided in the 
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explanatory Dictionaries of Old Georgian Language (A. Chikobava, I. Abuladze), where quite a few 
excerpts from old Georgian literary sources are presented. It is noteworthy that the term meknareoba 
is defined as ebna. Ebna means playing the knari (lyre), meknareoba. To explain it more clearly the 
dictionary gives an excerpt from the Old Testament, ketilad ebnad (“playing sweetly”. Abuladze, 
1973: 145). 

A very interesting excerpt is taken from the Bible (Daniel): “as they heard the sound of the horn 
(sakviri), flute (nestvi), zither (stviri), lyre (knari), harp (ebani) and all kinds of music...”. In this 
extract both instruments are mentioned independently in the order which must refer to their being dif- 
ferent (Abuladze, 1973: 327). “accompanied by harps (ebani), lyres (knari) and cymbals (tsintsila)” 
(Abuladze, 1973: 455). “Khmata zeda ebnisa (harp) da knarisa (lyre) itkuelebdian” — where tquelva, 
tanatquelva means clapping, or possible dancing in old Georgian (Abuladze, 1973: 415, 455). 

An excerpt from Gregory of Nyssa’s composition “Katsis Agebuleba” (On the Making of Man) 
seems especially interesting. It goes as follows, “ver kheletsipebis stvenai ebnita da vertsa ebnai st- 
virita” (“how shall it be known what is piped and what is harped”) (Abuladze, 1978: 403). 

This excerpt taken by I. Abuladze from the 1 0th-13th-century manuscripts means that “as a man 
is an articulate animal, it was necessary to create a corresponding organ of speech in his body, as it is 
seen among musicians, who create music for this or that kind of musical instrument, for one cannot 
pipe the harp (ebani) neither can he harp the pipe” (Gregory of Nyssa, 1964, prepared for publication 
by A. Abuladze; p. 139, 230). 

Therefore ebna in old Georgian is the term denoting the process of producing a sound, ebani is 
an instrument. 

The fact that in old Georgian sources ebna and meknareoba are terms with identical meaning 
gives us grounds to infer that Jewish psalms and the musical instrument kinor encountered the local 
performing practice and corresponding terminology in Georgia. Knari and ebani were musical instru- 
ments with a similar function though their provenance and sounding may have been different This 
may be corroborated by their being mentioned together in different sets of instruments. 

From the points of view of I. Javakhishvili and G. Chkhikvadze* the appearance of knari in 
Georgian performing practice and accordingly in the vocabulary as well may have been preceded by 
ebani, which must have been a musical instrument of local origin resembling the Anari; though, as it is 
known, knari emerges in literary sources much earlier than ebani. It is mentioned in Iacob Tsurtaveli’s 
hegiographic composition “The Martyrdom of Holy Queen Shushanik”. As for ebani it came to be 
present in literary sources much later (from about ninth, tenth centuries). 

Therefore the following question arises: if I. Javakhishvili’s and G. Chkhikvadze’s viewpoints 
about the connection between bani and ebani and their age are right, what could have caused the 
absence of the term ebani in Georgian literary sources for a certain period of time? Could it be the 
pre-Christian origin of the musical instrument? 

To find a correct answer to the question it is absolutely necessary to have, detailed knowledge 
of old Georgian sources. In the present paper I will limit myself to the material provided in Ioane 
Petritsi’s composition. As for the old Georgian translations of the latter two compositions and the 
psalms a detailed research into the texts made it evident that in the above works, factually, among 
other musical instruments only ebani, bobghani, stviri and nestvni rkisani (made of horn) and chedili 
(chased) are mentioned. 
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In my opinion, from the phonetic viewpoint, the names of these musical instruments do sound 
Georgian (Psalms, 1990: 56, 32, 70, 80, 91, 95, 96, 96, 150; in Georgian); (... “Praise him with the 
sound of the trumpet, praise him with the psaltery and harp. Praise him with the timbrel and dance, 
praise him with stringed instruments and organs. Praise him upon the loud cymbals; praise him upon 
the high sounding cymbals” (psalm. 150; in English). 

Can this fact indicate that in that epoch of cultural self-assertion, here I mean the period from 
Gr. Khandzteli (11th cent.)* and onwards to the pre-Petritsi and the following epochs, the revival and 
popularization of national terminology and traditional Georgian art were promoted with the purpose 
of laying special emphasis on everything that was national, perhaps even pre-Christian. At any rate 
Ioane Petritsi’s vocabulary is a vivid example of such an attitude. 

In Ioane Petritsi’s vocabulary, which is one of the most significant medieval sources, of all 
the musical instruments only ebani, bobghani, stviri and nestvi are mentioned. Factually, knari and 
changi are never encountered. If we take into account the theologian’s devotion to old Georgian ter- 
minology and his method of creating new terms from Georgian roots when no suitable word could be 
found in the Georgian vocabulary, i.e. his experience in word-formation, Petritsi’s vocabulary will 
serve as an argument confirming I. Javakhishvili’s and G. Chkhikvadze’s viewpoints that ebani is the 
oldest Georgian shembanebeli (accompanying) musical instrument, associated with the name bani the 
basis of Georgian singing-the bass part, by their common root and semantic field, also with the words 
such as e-ubne-ba (tells), u-bnob-s (says), uam-bni-a (told, narrated). 

The age of the term bani and its provenance is a very significant and remarkable issue for the 
history of Georgian music. I. Javakhishvili believed that the term bani must have been widely used 
in the Georgian literary vocabulary, at least in the period of translating The Old Testament if not 
earlier. To confirm this fact he refers to the phrase from the original of Mepeta Tskhovreba (The 
Lives of Kings), (edited by Arsen Iqaltoeli, 11th cent.°), “David utsemda orghanota shebanebulita” 
(“brought up the arc of the Lord with shouts and sound of trumpets’), where, as the scholar explains, 
the term shebaneba must mean harmoniously adjusted accompaniment (by a musical instrument or 
voice). In connection with this question I will present an excerpt from his work, “In the past and in 
modern Georgian folk vocabulary bani did not necessarily mean the low-pitched voice, it more often 
meant accompanying in general — shebenaba, which could be by the voice or a musical instrument. 
The scholar thought that later, in the course of time, alongside with the development of Georgian 
polyphonic singing it may have come to be used to denote the low-pitched bass part (Javakhishvili, 
1938: 333, 339 in Georgian). 

The information about the meaning of the word bani, provided in Sitqvis Kona, (Georgian Ex- 
planatory Dictionary, 18th cent.) is quite ample. Here bani, is never mentioned as a term denoting a 
singing voice. Bani means accompanying, combining another voice with chanting or singing” (Orbe- 
liani, 1991: 94). 

In spite of the fact that the lexicographer did not enter either shebaneba or shebanebuli sepa- 
rately in his dictionary, when defining such words as godeba (lamentation), zruni (the bass part in a 
lament) bani is used as a synonym to shebaneba, godeba is a sad, mournful lament with words, zruni 
is its shebaneba (accompaniment) (Orbeliani, 1991: 164); zruni is defined as the bass part of godeba 
(Orbeliani, 1991: 287), thus bani and shebaneba are considered to be synonyms by Sulkhan-Saba 
Orbeliani. 
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In his work “The Basic Issues of the History of Georgian Music”, I. Javakishvili also touched 
upon the meaning of the term bam, though the scholar did not provide an in-depth analysis; it may 
have been due to the absence of the corresponding material or information. 

E. Garaqanidze expresses a very interesting opinion about the meaning of bani and bami in his 
article “On the Meaning and Etimology of Some Musical Terms”. He completely agrees with I. Ja- 
vakhishvili’s thesis, that of the two meanings of the word bani — accompanying and the low-pitched 
voice — the former is the oldest; though his surmise about the provenance of the term bani differs 
from that of I. Javakhishvili. Based on the fact that for the phonetics of the Georgian language the 
transformation of the sound “‘m” into the sound “n” is quite a common phenomenon, E. Garaqanidze 
thinks that bani is a phonetic modification of the word bami. Bani means bma, gabma, dabma (to tie 
up, stretch, fasten), it stems from the verb bama, which in its turn means dabma-gabma (to tie up - to 
stretch). The scholar thinks bani is an intermediate form between bami and buna which in the Megre- 
lian dialect meant a team, a group (Garaqanidze, 1977: 42). 

Garaqanidze thinks it especially noteworthy that in contradistinction with Ioane Petritsi, in 
whose composition “Ganmartebai” the low-pitched voice is denoted by the word bami, in one of the 
translations of Arsen Iqaltoeli (Arsen of Igalto) the word bani is used instead of bami. The scholar 
does not indicate which of Arsen Igaltoeli’s expressions he means. Presumably he might mean the 
above well-known quotations from the Bible “David utsemda orghanota shebanebulita” He explains 
the difference between the names of the singing voice in the vocabulary of two Georgian theologians 
living in the same epoch by the possible belonging of I. Petritsi and A. Igaltoeli to two different dia- 
lectal circles of the Georgian language (Garaqanidze, 1977: 40). 

E. Garaqanidze’s surmise that the terms bami, dabamva, dabmuli, ertbami are the verbal nouns 
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stemming from the verb bama (bma, lit’ “to tie”) is true, but as for his suggestion that the cause of the 
difference in the vocabulary of the two theologians of the same epoch must have been their different 
dialectal provenance is unacceptable to me. Taking into account the experience acquired during the 
work on the material preserved in the Georgian explanatory dictionaries and on the texts of Petritsi’s 


translations my opinion concerning bani is different and it is as follows. 


Bani or Bami? 

From the very beginning when working on Ioane Petritsi’s musical aesthetics one question, 
whose answer | am still looking for, kept haunting my mind: why does Petritsi call the lowest-pitched 
voice bami and not bani? Where did he find the name of this voice? The fact that Arsen Iqaltoeli, a 
representative of Ioane Petritsi’s contemporary literary school, in his works (Mepeta Tskhovreba — 
Lives of Kings, Bakari) uses the term shebanebuli (Javakhishvili, 1938: 302) proves that this word 
shebanebuli is the term that had already been introduced into the Georgian literary vocabulary. Why 
does Petritsi not use it? 

Unlike bani, which is the term still in use, bami, factually, is attested neither in the literary nor 
the Georgian everyday vocabulary. Even in The Sitqvis Kona (Georgian explanatory dictionary) the 
original source of this word (the only one) is Petritsi’s composition, which is a challenging fact. 

The study of the material of the research on the word ebani, carried out by I. Javakhishvili and 
G. Chkhikvadze, gave rise to the following idea. With an eye on their conjectures and basing on them 
I suggest that: The term bani, related to the terms bnda, ebna, bnoba, ebani, denoting accompaniment 
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in the instrumental or vocal practice and widely used in the medieval Georgian everyday or literary 
practice, failed to satisfy the theologian, who was a sophisticated thinker highly valuing Georgian 
chanting and singing (using his expression kAhmata sheqovleba — unity of different elements, parts), in 
which he saw the unity equal to the Holy Trinity and lofty musical dialectics. 

Therefore I think that Petritsi replaced the definition bani, associated with the instrumental ac- 
companiment, by the term, which was much more charged semantically; in the harmony of the three 
parts it brought forward the unity of the musical instruments. It must have been from this most ancient 
Georgian term ertbam that Ioane Petritsi borrowed the name of the bass-part — bami (Petritsi, 1937: 
221). 

Ertbami is the ancient Georgian term attested in almost all the literary sources. 

Ertbami is an adverb, which, together with the corresponding verb, denotes performing many 
activities simultaneously. 

It is noteworthy that this is the term Petritsi uses in one of the chapters of his “Ganmartebai” to 
denote the infinite, comprehensive ability of the supreme “one” in the creative process in comparison 
with its sources (Pirtskhalava, 2000: 156-160). 

I think that it was from this definition, widely used in Georgian literary or everyday vocabulary, 
that Petritsi took the stem — bami, and not from eban-bnoba, which does not denote only mere ac- 
companiment; it is a term, semantically different from bani, bringing forward the dialectical unity of 
different parts. It is the name of one of the most important parts, the bass part (basic part), tying up the 
other parts of the musical vertical both in their harmonization and unity (N. Pirtskhalava). My view- 
point on the issue under discussion should be considered just a conjecture at this stage of research. 

Of all the Georgian scholars S. Gorgadze was the first who paid attention to the information 
presented in the afterword of Ioane Petritsi’s ““Ganmartebai” — “mzakhri, zhiri, bamis ertobai sheqov- 
lebashi” (top part, middle and bottom part in simultaneous sounding of different pitches). He gives 
this information in the introduction to Ioane Petritsi’s second translation of Nemesios of Emesa’s 
Bunebisatvis Katsta (On the Nature of Man), which he supplied with commentaries. In the scholia 
he writes, “In Ioane Petritsi’s translation of Proclus Diodochos’ “Interpretations” we come across the 
musical terms mzakhr, zhir and bam, which must correspond to the three parts of Georgian chanting 
— the top part, the middle part and the bottom part” (Gorgadze, 1914: 4). It is surprising and disap- 
pointing that this most significant information on the history of Georgian music escaped the attention 
of the leading figures in Georgian philosophical thinking such as K. Kekelidze, S. Nutsubidze, M. 
Giorgadze, which must have been due to the fact that their interest was focused on other aspects of Pe- 
tritsi’s philosophy. Most regrettable is that the issue (and Petritsi’s musical aesthetics in general) was 
left beyond the attention of the great Ivane Javakhishvili, the author of the most valuable fundamental 
creation in Georgian musicology. In this work, when studying the history of Georgian polyphony and 
its material basis he failed to use Petritsi’s information, the most significant argument in this kind of 
research. Ivane Javakhishvili’s viewpoint about Petritsi’s musical data undoubtedly could have been 
especially valuable for the future of Georgian musicology. All the more so since the great Georgian 
scholar wrote: “The history and origin of Georgian polyphony can be determined only through discus- 
sion and the use of all kinds of sources. At the same time the analysis of the names of various parts 
should never be neglected, nor can we ignore the information about hymns and chanting preserved in 
the written monuments; the terminology of instrumental music can also be of use to researchers. Of 


On the Interrelation Between Ebani, Bani and Bami 125 


course, in order to fulfill the task the study of the hymns proper and the structure of folk songs is also 
an indispensable condition” (Javakhishvili, 1938: 295). 


Notes 
' The 1 1th-century Georgian theologian, philosopher (Neoplatonist). From his translations of explanatory char- 
acter only two have survived: “Interpretation of Proclus Diodochos’ and Platonic Philosophy” (“Interpretation”) 


and Nemesios of Emesa’s “On the Nature of Man”. 


? The fundamental Georgian dictionary of the 18th century “Sitqvis Kona”, author Sulkhan-Saba Orbeliani, a 


writer, lexicographer and a political figure. 
3 Georgian musicologist, folklorist (20th cent.). 
* Grigol Khandzteli (of Khandzta) — a great ecclesiastic figure and hymnographer (8th-9th centuries). 


> Arsen Iqaltoeli (Arsen of Iqalto) — an ecclesiastic figure, philosopher, translator and hymnographer (11th-12th 


centuries). 
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GIA BAGHASHVILI 
(GEORGIA) 


ANTINOMY OF “ONE” AND “MANY” ON EARLY STAGES OF THE 
AESTHETICS OF GEORGIAN FOLK MUSIC 


The earlier folkloristic world outlook considers of the phenomena occurring in the universe in 
the process of their changes, in the state of the still continuing metamorphosis — at the stages of death, 
birth, growth and final formation, its defining feature is ambivalency: it contains this or that form of 
both poles of the change — the old and the new, the mortal and the renovating, the beginning and the 
end of the metamorphosis. 

At the early stages of such a world outlook time is a simple sequence, order (in essence simul- 
taneousness) of the two phases of development — the beginning and the end: spring-winter, birth- 
death... These images move round the biocosmic circle of the cyclic alternation of the life of man and 
nature. Its components are: alternation of the seasons, sowing, conception and fecundation, dying, 
rebirth and so on. 

The early folkloristic consciousness does not stop at this stage of development. Its organic per- 
ception of time and the alternation of times expands, deepens involving socio-historical events within 
its circle. The cyclic process is also overcome and it rises to the perception of the historical time, 
though the basic means of the artistic manifestation of the early aesthetic consciousness is the very 
ambivalency of the alternation of time, dying and renovating. 

In this consciousness the universe is corporal and in it highlighted is all, that with special em- 
phasis, in the highest degree reveals the growing foundation marked by the flowing infinity of life 
and death. It is that nurtures fertility, eroticism, the so-called “divine eroticism” (Bakhtin, 1965: 121) 
among them, the unity of the foundations of dying and reviving, manifesting itself in modified forms 
during almost the entire history of folkoristic life. 

In the artistic activities of this period emphasis is laid on the aspects which bring forward the 
process of creation, the endlessness of dying and reviving with special force, sensual plenitude and 
life-giving energy. There is no death taken separately or life taken separately. Both of them are parts 
of one and the same cycle, equal in their rights: the readiness for death is ensconced in life and readi- 
ness for revival — in life. 

The movement of the corporal foundation within the aesthetic circle of the early world outlook 
is not the alternation of the ready-made forms. It turns into the inner movement of the existence per 
se, which is manifested in the transition from one form to another, to the constant unpreparedness of 
existence. Here the aesthetic perception is the feeling of the inexhaustibility and boundlessness of 
the concrete (it may also be said — physically), experienced life. It always fosters the reviving and 
renovating source. 

It is the world outlook on the magical comprehension of the universe, perceived in such a man- 
ner, that gave birth to the musical-folkloristic genres still present in the Georgian everyday life: 
mtibluri (hay-makers’ song), dirges, incantations, counting rhymes, also the exsamples, associated 
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with the fertility cult. There the ambivalency of dying and reviving per se is a metaphysical unity. 
Endlessness is the essence of this metaphysical “One”. 

All this has a physical nature, and in the physical existence the most significant, the very initial 
and the most tangible and clearly perceived law is cyclic recurrence. 

It is through the cyclic recurrence that the permanent renovation, revival, the unity of dying and 
giving birth to the new occur. The latter, especially its maximum aspect, which reveals itself at the 
crossing of death and life, at the moment of their contiguity, is the most significant. 

In the musical-artistic implementation of this world outlook, recurrence is of paramount im- 
portance. I think that in the folklore of those days recurrence must have been the universal principle 
which realized the idea of eternal dying and reviving in music, as an art spread out in time. 

As often the melodic pattern, which is built on the intonational nuclei of the Georgian radical 
musical language, in the form of a link of a single chain of the musical circle or cycle (Gr. kyklos- 
circle), is repeated, as often the musical idea is born and dies and so does the whole universe with it. 
Or to put it differently, the music per se, as an intoned idea, moves along a circle. Each final link of 
the cycle is the beginning of the following one. It is this significant place, where death and life come 
together and mutual penetration takes place. As though death produces life and at the moment of the 
birth it gives impetus to the life-giving source and directs it towards renovation. 

The beginning and the end of the recurrent musical texture, as the link of the musical cycle, 
seems to be the earth. Within it, as within the corporal bowels, the musical idea is absorbed, and re- 
vives again, together with it the whole material-spiritual world. 

At every stage of dying and revival occurring within the cycle, music seems to descend to earth 
merging with it, as with the absorbing and reproducing beginning. It dies in this earth so that it could 
be sown and reborn simultaneously with regenerated power. 

Like the strictly regulated cyclic recurrence, according to which nature, the plant kingdom, 
wheat, barley, oats fall asleep (die) and then awaken (revive) again, in the same manner the intoned 
idea dies, descends into the “tonic grave” and comes to life again till the second coming. 

The function of this cyclic recurrence is not only the expression of the eternity of the dying and 
revival of the universe. Cyclic recurrence is mainly the means of the organization form-creation 
which also reflects the essential metaphysical unity of the ambivalency of existence. This unity, from 
the musical-artistic viewpoint, is implemented by means of the following mechanism: the links of 
the incantations, counting rhymes, dirges and hay-makers’ songs (mtibluri), (“the musical cycles”, 
that came to resemble one another by the artistic-aesthetic modeling of the world “living” in recur- 
rent cycles), as a rule are either identical or show a great, essential resemblance to one another. Their 
reiterated alternations create an orderly sequence of “a mutual resemblance” or “one and the same”. If 
we paraphrase F. Saussure’s well-known expression “as long as there are contrasting parts of speech, 
there is not a single part’ (Dorner, 1975: 113), it will sound as follows: as long as there are contrasting 
parts of music, there is not a single part. 

In this way the reiterated, cyclic recurrence together with the ambivalency of dying and reviving, 
felt at the crossing of the cycle links, also forms its inner, metaphysical unity. 

Here the cyclic recurrence is a self-sufficient method but by contrast with the principles of pro- 
fessional music, here it does not break up one into parts, or does not form a single whole by means 
of these parts; the more so that the interconnection between these parts is never revealed, neither is 
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the similarity or opposition between them manifested and developed. Something that is usual, natural 
and acceptable for the musical-artistic mentality of the following epochs, is quite alien to the aesthetic 
consciousness of the above stage of thinking. It seems as if the cyclic recurrence by means of repeat- 
ing “the one” numerous times introduces into practice and makes popular the same “one”, indicating 
its comprehensiveness and boundlessness. 

In this creation, in the ostinato condition, time disappears, as if everything were being done to 
make the time vanish, be destroyed. Time — mankind’s concern from the very beginning, its sworn en- 
emy, time that destroys man, dies at man’s hand; to say it more correctly — by means of his aesthetic- 
philosophical consciousness. 

Here man triumphs over the time; it is true that the victory is illusory, relative, temporary, but 
man does gain victory. He defeats time by its own weapon — infinity, eternal moving, changes of time. 

Time dies together with the death of the universe; it is true, that later it resurrects, but similar to 
the “end” it dies and revives so many times, that time can no longer stand this infinity, it retreats and 
takes the shape of the supertemporal, “mythical time” (Siradze, 1978); it means that time loses its 
concrete-emotional significance and the abstract “time” steps in. 

Here, in relation with time we can fully observe the inner, in-depth resemblance and closeness 
between music and mythology which Claude Levi-Strausse explains in the following way: “Music 
and mythology seem to need time only in order to reject it. Essentially, both music and mythology are 
the instruments meant to destroy time. ...Due to its inner organization listening to a musical compo- 
sition stops the flow of time. ...Music is reminiscent of mythology. Like mythology it removes the 
antinomy of the historical, past time and the permanent structure” (Osmound-Smith, 1981:122-123). 

Levi-Strausse said this about mythology and music in general, but these aesthetic features of 
music, so exactly described above, are completely revealed in the multifunctional music, created 
in the epoch of mythological thinking proper, within its midst. In the system of material-corporal 
creation the primary and most significant goal of the musical cyclic recurrence, reflecting the cyclic 
recurrence of the world (this, at the same time is the ideological-aesthetic system marked by the prior- 
ity of the cause and effect relations), is overcoming the antinomy of transiency and infinity. 

The musical-aesthetic death-revival of time is the mechanism of removing this antinomy. 

Though, in the Georgian musical-aesthetic thinking of this epoch another antimony comes to 
the foreground. If the first one — the antinomy of the transiency and infinity of time is expressed 
diachronically, is revealed in the cyclic musical recurrency and removed within the same, or, using 
the musicological term — “horizontally”, the second antinomy is synchronous and is presented in the 
vertical section of the musical texture. It is the antinomy of “one” and “many” and is as much specific 
for Georgian musical-aesthetic thinking as, presumably, Georgian polyphonic musical-folkloristic 
specimens were created as early as the pre-Christian epoch. 

Polyphony per se indicates multiplicity as a wholeness, though a Gestalt wholeness consisting 
of separate voices, but in the aesthetic section, the summary index (like, generally, the sum of the 
constituent parts of the Gestalt whole) is less than their Gestalt whole. 

If we take into account the genesis of polyphony (I share the widespread theory that polyphony is 
a phenomenon which emerged in the process of intoned monophony), it will be clear that in the poly- 
phonic whole different parts not only exist but “the whole” is the result of the emergence and “multi- 
plication” of these parts from “the one”. Herewith the parts or voices never get lost in the polyphonic 
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texture. They do not disappear, each one sounds in a realistic manner, which means that in order to 
retain their individuality for the sake of creating the whole the presence of a certain subordination 
between them (both vertical and horizontal) is quite necessary. 

If there are no parts (voices), they will never create the whole (polyphony), and if there is no 
subordination, no idea, ready to be intoned, will ever sound, no musical-artistic texture will ever be 
created, which means that there will be no music. 

But the paradox is that in the world-outlook system of material-corporal creation of the pre- 
Christian epoch, from the aesthetic point of view, polyphony must have been a very disadvantageous 
means for the musical implementation of the world integrity, its inner, metaphysical unity. While 
the individual source is never revealed either in the ontic or purely aesthetic aspect and it acquires 
its function only in the “whole”, integral, almost immanent unity, presumably, it is at that time that 
polyphony comes into being. This is that creates antinomy, which takes its shape in the vertical- 
synchronous form; as to the mechanism of its removal, it is conditioned by the following factors: 

As its seems, following the inception and development of polyphony dialectical interrelations 
were evolving in Georgian musical folklore. 

Originally in polyphony voices did not function (or if so, they played a less important role) as the 
expressions of different sources. They must have gained ground as the integral parts of an internally 
indivisible “whole”. 

It is not a mere chance that in Georgian musical folklore the polyphonic musical expression of 
the cult musical-aesthetic principles most often takes place in the complex (synchronous) polyphony. 
Complex polyphony most often bears the above features itself — it provides maximum means to bring 
forward the inner, immanent unity of the voices. In it the voices seem to become a single nucleus, an 
integral organism. 

Much more possibilites of bringing forward the individual basis are provided by homophonic 
polyphony, of a drone type among them, and the more so by polyphonic multy-part singing. In these 
types of polyphony there are much greater possibilites for the spreading out and developing of voices, 
for the formation of their individuality and active creative processes. 

In general, polyphony is of the Georgians, as Homo poliphonicus (I. Zemtsovsky’s term) or- 
ganic, almost innate characteristic feature of self-expression, in which it is possible to provide an 
artistic implementation of diametrically different aspects of the aesthetic attitude, revealing itself at 
the early stages of musical imagery. 

As it seems R. Siradze is right in observing that it is Georgian aesthetic thinking proper that is 
polyphonic in its nature (Siradze, 1982). 

Here I should also like to apply one of his interesting observations to the process of Georgian 
polyphonic thinking: in my opinion in the formation of the aesthetic order of the pre-Christian Geor- 
gian music a very significant part must have been played by two tendencies characteristic of Geor- 
gian mythological thinking. First of all the fact that it must have been the aesthetic sphere that the 
mythological images about the “Georgian Parnassus” (Asatiani, 1982:59) gave much greater cultural 
perspective to, than to the philosophical thinking (Siradze, 1978:48-97). I think the second tendency 
to be especially interesting and I want to lay a special emphasis on it; this is a tendency which, along- 
side with the introduction of heliocentric monotheism, manifests itself at the time when the deities 
of the polytheism epoch turn into the artistic images of the sun, i.e. the attributes of the sun lose their 
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religious meaning though they never go into oblivion; at the following stages of the religious thinking 
they emerge as the aesthetic attributes of the sun. Factually, the second tendency is a separate mani- 
festation of the first, but it did introduce artistic-aesthetic diversity into Georgian mythology. In my 
opinion it is especially interesting from the aesthetic point of view. 

I think that this phenomenon must have exercised great influence on the two tendencies of the 
evolution of Georgian musical imagery — the crystallization of a musical image on the one hand and 
the differentiation of the musical images on the other. Apart from that the emergence of the artistic- 
aesthetic diversity in Georgian mythology must have played a great role in kindling the dialectical 
relations in the Georgian music of those times, in regulating the musical-artistic subordination and 
following the above, in the development of polyphony. In my opinion it was one of the significant 
aesthetic preconditions of the emergence of polyphonic specimens in the Georgian music of the pre- 
Christian epoch and at the same time one of the mechanisms of the removal of antinomy of “one” 
and “many”. 
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Imb g_mboobs C8 smM~Moy3mboob jHoogQMomdab bozombo byo~meEgds Medgq~mod| ghmo 
I-VboZIeVHO  Beqmhj_oob IGedmgdoshogzob hsOhrgdb ws ~oogqMbser4M bobosmb s/h oHqdb. 
Ie1b14969d3do FsMdmesqbo~o wCobsjQMbols dobsbos GFsGdImgshoboo: I — Imboymboobs ws 3me~o- 
Arboal KMasEqomebogojMo Co B{rByqoym-ob{mMoymo sb3gJGqd0, gobbo34onMJd0m dob 
LSbS3EMgMIZOMSAEO gsdeogemoabqd9do Es IT — 38dMZ339mMMM Isbosb 5353doM7dA~mo KmgZoqMoo 
Logombo JoMorq~m bobyemogh- d-yjbo30do. 

JOno Iobb7b7d0b Y39Ma0~M9ddo J7jdeg7dgmos sebodbyero 3Hed~mgdob sdMIF-yHogZ0e god- 
ems, sd08d derbly69d0d0 IeoBsbo~mo deorbsbH7d960 ‘Agodegds ‘Bq~egmdo Cobsqboob Mgdoe 
ojgab- 

GoJdq7 obss, 4d CsbszerqmgZOMdsjero IMmaQebos FsHderswoa76b gobbsbe3Mjer0 Hosob 
SE3da36jM abEdgoEjsmdob IqboZ9~—7H 3OMg_JQoob. SmMmogymbos, 4MgZ%H%3 sbamo, ~wd- 
306 9d-Jer08 Msd~@9600) Bob QHnEMer{m g96bb3037dq4~ YRgmsemdsty, MMdqm033, (3 bs~@os, 
54 SHO JEMMME FgOM3-q{~O BAC jOob IebsImg_9Mo. BsMoer 35,j960M, Ob aos{zO@Qgm~mgoymos 
IMo30e~ J3gQg96sdo, dom AGmGob, qdZq~mgb (3030@0%4(3098d0;3 Ed Jobo sboe~mg3Gmsqjm~mo 3s960- 
SHG GFsHIrsog76b Jbmmme gMo-qHo Dgbsdee asdeogmpbsb 3d Igbo gsc jH-dborg3~db703- 
Jemdona 8Hab3Zasob9. 433439 wosbs3emgqmgZHM3jmo IMmMagebas adEqbsE 93930 ws dd~mo3ho 
IgM 7639, ed AqjboZ0bd3m@bgq960 LO Qmose bs3ZjdZmMosbs@ _3b977dMEdM g96b53-4nM dye 
60467d%9, Merdemgjda(3 363663939496 Aqbo35MjAM ,,esbszem gob ,,sEdobsgemgmabsas6™. 

4g0M0(3 6 AES ager 3o3ongbAd0, 5393d0M7d-j~MO J3HM3jmo IMEmogymboab Fomder- 
Iodsbos6 Ed dob 30M3Z7@mbsFyob 3MHd7dM86, Looe@sbs(3 80835 Sme@mroagebos (VII—VIII bowy- 
37909980, BIe@mbAGo org 3g 7bo{~o), IS6 d3Td0639 gsdmsge~0bs Msgabo0 ~jbogsemGo bsbosmo. 

dob ¥39cm9bq HodqM bods6b’ FsMdmseEg76b BKergswoabsgqemgAeqoe3Mo bsbosmo ws yod- 
SM BOHMMobL Meamob Aodg3bgmeds. Immoagmboob abSgemgdehqoryMo bsbosma dogero Jobo 
AbAMMoOL dsbdo~by ohgbl Mog{b wo IZ9Q{OME ZrrabE97d9 3d3Mba300b Bsbmbgzdob doehebedsdo, 
49M }d0(3 79339 LEM] AE abAmMoyjem ghosbq yorrodseE9d5 9H bdsms gd3oMajmo yogMseoo- 
d0E36, sH3d9eE amboldagmo, sn BmMob, boeg3mabdbsbyMHer Zv6mbo30~e06. 

26 gM3Z9e~M9d0, MMIM{d073 SdMMHA_dES bI_dL, Jsgs~momse@ MMZs6-jddO, DgodeEgdo ymoRomo- 
go IbOMME ,,bLO Amo, ,,GdobeEs* gmblUobsbb-jMo, she 33064, 339%Ho 36 eiho39; Gado — 
80M 98 J bs LsdGomsed, 43E396 GFdobes bsdgd0b (303M Loddsm~me ager dohbgymo ws v.d. 
LHmMm{e@ 3d abF_MZ9e—~qd0b SEMI ]MmobIon LobosMeEqds g3GMsqero Log3~@gboem IMs3ee~rbdo- 
S68 dob bsFgob 983% (IX-X bsygqbgqQ0), GZS GMOsIse7% BZOMdIsSs VHMHA_e MMas6ydo 
F9GdesE9,76e5. ,,M%396-Add0 bIG60 dos39% bdse — VOX principalis es Ms6dbe7d bIGs9@ — 
VOX Organalis-se ays. Jb gsbbsbe3%7d5 JoHaxje~ goceedsdo sObgdqje~m bdsms 3°764(3090b 
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4-3,39369db, Loes73 dasgs6o bdL BsbrbogqjHo BabJQZo00b dsBoeMgQdqm~mo bds — M4dss, ba~em 
Iodsboera ws d860 dobo Ms6dIb~7d60 sHosb~ (BQEe@oasdz0c~o, 2001: 103). Bogymoe bseqeo 
MsZ0b 35de330939dO FOL: ,,bdsMs ImdMsdals dos39h Hoss ~wsbs3mg]o bofJoMmg3qe~mdo ob 
3MIS J330EMHO7dS, AMIGMLIEZ BRsbsy3-76g9d0b AqbogobsmgZ0b CEsdobsbosm|dmMseE 3Mg~o0. 
Wob7MEMdH, Ip 3d0reab 339Gse~gerAHo MMas6-ydo~ (Nadel, 1933: 31), Gs3 dob boozAdgqels 
ddmgZb, Z9dmHJZ9b Z:9HsjE0, MOMJO’ IMsZI9eMbIos6rd9 boJsGMn3{7~mmGo ashobo~mogymb wes ofg- 
09639 Zo3M3gErgoym@moye’ g3Merd39Go. AggbogZ0b gb g9Mojeo 3073 GMM Eseb8-jMJd00 odobs, 
4d IMmMagaboyMa sbHngbzd0b 3Hm39bb bb6ZIe5bb39 gHdo gsbgomsMgQd0b bLogMoe gioedgdo 
Agadenqds goshbegb. 

4g0H(3 sMbodbsgb sedgMB, yo, ,,RZIIMaGo ImMmogebas, 93 LoBygob dIsmomo 303,9- 
40M, 9% Agadmgdse yroRomaye 0938MHEZ0bI300b BqeEqQA0; ob joes ByMbEymoye 3d3obosmMol 
do{H 5 gHbA7dqjemoger 3odsobo3oob 3HoJGo3yjmo Ed Ho~ebgo jm Iombgzbgs0b gsn- 
39@obGabgs0m~ (Seay, 1965: 77). sHsJGo3mbo odBBHemgobsGeGals 636s7330968d MQM ]8a3-bo 
308M BABMMaM sbsbs 399d9MH]Ms dZMs, GMIG~MA’Y IembeEs TDqdemJI}{eEAd0M 3oMMgZbAd5b9 wo 
9390 DqderJI}GeE7d0M0 sJhob sofdsbs6 wsy93d0M% dye GoMHIo@3,969ddo. 

‘A7bsdsdobse, ob ~393d0ME7dS FoMIMEsjbsOs GZCrsb Iqgbozob A_bsb9d, GMgZ%%3 “9339 
SOLPAOLS 3 396d9MMH}IOG] (Qeogm@mmmMa), oberg qoewyOse Bqyqoe~o sbse~wo BqderJ- 
Iq—e7dOH0 sJhoM. AVL Ampdqe~mo, GMZMMO Hbosbaons(3 96 Wes YymRomayr smdgkeomo 
Jobo 0938M30%s7303, HsZ0b0 sHbon 9% ayo sg8mGHo, Iqjbo3ob JqdJdbqe~0. ob oy eb s@o, 
AMIj{M0 Iq_dsmdeEs Ibs bodqdolb dobge@Z0m, dsdob, ME Qbs73 3rdsmboGmMo Ijbo3ob G9d40- 
Bg~@o-Iqdefdqreo ager (momfdolb g3gqes g6sdo, dso BmGob JeMorqer’dayy qZIeOrJIQe0 PdQ%orls 
bodbs3b, obg MmamG(?y 3rd bomb A7qdeorfdgeo, bower dob dogh JjJdboeMbb BqderJdgQeqd9 
3309). 

df VLHeomM|]@ dogyjsberegean y376%] 90539H HsJGoOb Cobogmgmgg@msqjmo 3emag3e- 
boob Gomdmdodsdo. 

M343 339 E360dbgM, I-yLo30bd3mE6q960 3m~@ogmbosy) (odsbg, Gsbs3 HOseoG30- 
Jose 8m~@ag_mbose dozoh643m) LoyzsGobosb 336563539096 sbsemgZ.Omsyjeob 63s d-qbozseqHo 
8)M9E030980b0g,96. dsAHod MsGd gohbwos ob Bas boy39699dd0, Gs [jC VOQ~-ob{mMoyeds 
84394 9dd 3986b5FbE3M]7b dobo Esdo@7do, 8 Md(3 IOdZ9MO8, M8 (330009d7ddS Zobs@s ob SH 
ISH BO A_bsdegogqmo, s48dIJe Lob3MHZqe~ro ws LsabH {MAb 9Hs IsHHer 3d3m BaHmMAd0bg0b, 
SM8dJE sreoGMMoobogZ0bs73; gb zombgs BdoMI:e yx AMsIeEEQd0b dDo~ds MAjd9, Isdob, MmeEg7bs3 
gb sGob sHbys0m0 bszombo Es Irgmpbob 3-4mGBQOjm-ob{mMoymo dbodgz6ye~rmdob sMbb 39% 
RogV3eqdom, ory 0d jonbgsb9 sob-qjbob go(39d0b 9M 4939/3900. 

SObzd jm solsjbAd0 A7ZKO NOAM Ed, sdoWmds3, sMse@sdsgdsgrgamg|dgmos. ory sder- 
Gogemse@ dagoh693m, md IHs30embdosbrds ods@7d0 IqbogosmqjHo 2900 Fdobwos 9340-40 
SqoQd0e@06, Jsdob goqjaqdsMos, MsGed owes ashobomoye Smgmog{3mbos bslyjmoagMe Iabogob 
4939-Go 3943399 8gHMETO (Gd MIshd 96 AgadmpmeEs Dob gqoMbydo yr3q~mmg3ob: yobo- 
390 d239MSb bd Ab MZabqb980 sbsboomgdeEs g56-4MAZZMseE abAMMaNMO Z38mJoboae6. 397939- 
d9M08, 36939, M9Gd sHbydmdoo IMsZ0e~bdosHmdob 396663939040 {MMHdIQb0 4639 bombers 
I-JLOZIeOMH _Bqjer(hjH7ddo, dsn BoMob, JoMorjm~do. dsdob gb bodbsgb odsb, Mod wobs3ergQmg- 
334m SMMagmboal g37b3Zq960 dqZb 3s gobOZ9dO, SMI07E 3°*7ErAqMsdo. 

I sosmmgbob gHo~Mdo 3omMbZ0b 439d waqds J. DBbsoeEQMob AmbsbMZd0, GmdIgerA(3 


JAD — doGobs JozmsModg 


3,309396MSL Smmagmboob avagdob, 4MgMH(3 jbag7MboemqMo Jeorfdgegs0b es, 9dsbmobs39, 
BHderboAMo 38HabGos7d0b FAobes  ,,gJ6033Go% gsbmbadob AjeEqab, sdsbos639, ys@gorg|s 
09 Zeb qd0b [QB Vo qw-obGoMogjew ws gqmaGsgyoxye~ 3039604 (Schneider, 1934: 10-11), 
Game Agbogs~mqMHo ReOMdob 9J6034H0 yv6mbgd0, Bbso@QMob Msbsbdse, qnboz7Mboe~myHoo. 
Ap bodsdobseE, HZoMdIYMgO LEsbs3~MqMgZOM3qj~o 3mmagmbas, Jobo jlo3s~qjHo MZ0b9d90 s0b- 
Vbqd9 AgbogseonHo DaderJdgegd0b 894603440 IbsMQQGd0M Ed 8Hs BmbzMO@_G evo gj joqw- 
abAMMoj~MO 87MoMeEal GabssMbom, Mmd{~mbsy ob g3*jng60b. 

34939 sMsesdsRJMZIeMse@ Co (39CPdbH03Z9e 3394396960 MohsMe sesobob dag Gsdmyq69d- 
mo 308mngbs, GMIMal Ms6sbdseE, Smmagymbas gsbes Bq7w@IZ,0 djboZebgd0b ,,dq7deJdq~qd0n0 
j6gMQ00b% godemge bobs (Hoppin, 1978: 181). m9 gb obgs, bogambsgzos, M389 Imonb39 od 
969,088 gsderb3ers e(390-3er  ded968)do (Gs LFMMH]E smemroymboob bobom. 

9303, HE SMMagK:MbasdO gsdEbsZ0e~b 33g37db gobbozqjnMZdqemo AqIerJdge7d0m0 96q%- 
398, 4d7M03_ 396L63939d-je09 gOobdosbo Iqjbo3obsg96, 4339 ds06(3 39%733939%09 Jobo bs- 
Losma © 8bHo. 330JMHed, Ged 9933987300 sbb6s joes 379domMM Bysbsy3-76gg980b obMerg6qd0b 
9396003096 8).9M IbORmdIb{@Z{~rMmd0M 8H%06(3039ddo. 

BErJob Iboy}mdbje37;~@mmdab wembgby7 SmE~mogymboolb FsHImIedob od dob7b7b0b dogdabebs, 
49M 7dd4;3 ZoHbSbLZM]L Gseo39e-jHho (33cr0e~9d9d0  AgboZ0~mAOH 8bOegbgd9do, y3qmob] 
dobso7d0 shal b-7db436GoqG0 30G63z69d0b 30060399303 (3.3. comby3o0b &g@daba), s6<) geb- 
G9BGIObs, GMdqmay GsHIoadgs JHobSosbyero LHoger dob boswogb] odbeog~yhob Dgbobgd, 
LI9HH%] GmgAMH(3 80%gZ69b0%9 (JloceB, 1988). 

I6GBZMAro Jbo~pdsab yoozg~m ofhdo Hob G93, M3 AZ_Gbmdgermos gebydo0b dogm, 
AMEN; GGH?309C7E9d9 Vbo~M5Z0 SbMo@s6 35493960 sHbyddob mdogqdeh{O 3OMdsb7 goeob- 
3rrab 84mMGgbo. Sqaqcob dobgeEZ0M, M930 sesdosbo gsbsbsbagM7db 49 Imd_bHb, mgm 
Robo3 7HObs es L-y~agho LsGyobob gsdoqMo0sb9dg9emo. EsbsgmgMgZOMsqjmo ImMmagmbos sHob 
JO-JgMno J38300 38d3~M069d3 dobo Bq7dJdbQ~mob gmemgdhoqmo 3oMegbq60b3 — sesdosb-yHo 
Uydag {Gob gobbo3yqmMgdqemo BGodsobs wes Jobo Bb6Esdj68QHo sbh3gdchobs, 96-7 wdIQMMobseEdo 
050- 30EZdAEMAdaLS. SE~MaA:MbO SdIObIHES 39 YHOaQMOMd_d0b JOobsosbjc~mo 35,9d0eE36 ws 
ddoGod g5bes ,,dbsIMED~ JMabGosbrdob g38Jsdo, M33 8 oye J7db3Z730M0. 

93969] IEMJZ{MO 3MI960 Smmog\3mboabs FoHImse396b MMbdos6 MMA s6-jdb, Gmdge do 
jonbdos6 boyqd39~b — cantus firmus-b, 9899 Igo] bds, discantus-o. 9d IgaHgJ baols 
ahjbs sHob VEMH]{eE sesdos6jHo SoMMgbyjmabs E38 MZMs7dM0Z0 80MMgby~olb sboe~ro ~\Ho- 
a9OnMd7d0b BqjboZ0c~mjMo sbobg3s. ~omby3{0 9Mbodbs3—5, Gd JHobsos6erdob 393% 390 g9dsbms6 
Ooms Abe7ds GFoMIm@|768 30M36909%], GmMIQG~A’y 84 d0g93369d5 DJbMm@mp@ d969dM03 96 
302d07H LoFyobb], ob939 sdbeorm 7 bq, mgZM%(3 30%M3Z69d9b5. 

393,38M0 393,989 SaMMgbgd0b9 gshbeEs smo PEM BjoboygybgqQd0b Imbmogobdabs 36 do- 
FogqMa sesdosbob Mpb_bs’- Aero sdbeaw7fobs300b bsbobs. gemababs{M-Omdsymo sqHameab 
(sb939, S@M7ArO sMAsjero E58 36~r5b03°79H0 36G3797H0) 38063695980 seabo'db7sm~@b76 gMdbor- 
S90 BsBQMosemqMo E8 306MgZ6qj~mOaL Jomdobyyma yoObdIm~mgobdon;, Isb ads6gbG-jMO 336/309 
QS IaMdbedjemdsy3 30 8H 8%E3Z93e@9 (Jloces, 1996: 180)'. 

03969 bsdgsedo sesdosbob s3oMmgbgd0b 39m(3968 ayer DqMFYyImeEs 3obdmb’L ws Mos- 
392 seddosbolb 803690 3obderbob bsfomse, br~m Jobo sHsbH7~Hg}Ib—3Z69d9  geobdo-MHo 


Ingmobsgs6 deoGygqGab Beomg@sbse swwofdgdmes. JOobSosbjemo 393960m, sesdos6o 36939 


IMEMYAMbOS 8 3-MMO{MbOd: 38%3E0ZISMS (33K0b B™MBQ{Qog{m-obGoGogmo sb39J4e9d0 
(gH ngImbsbHobo g3zAMdq{~mo Ime@oagq{mboob J7bsbgd) 141 


DOOLGMHs {MES YOM’ ’-ydbGosbQuobms6, MIGHMMMS6 QMMos6mrd0b5396, 4339 oJ 9339 fo- 
LAOQMAS SbGO_ ,,8MSdaGaQG0~ BOIL 3obIoQho DqpAmJdqe0b A7b5b7d, GmI@aL Lsdgsmerbos6 
390303909 AgQdemgogmoas. zobdeobo 36 sHob MIQHMO, shy EIQHMD 8H shHob gobd~bol Beow- 
Rob0 8, dayjbaos39e adobs, Ged LsdgsHe Mgmab dog sHob GoJba~o, MZms97dM030 LsdgsMe 
dobo HMs6b(376e 768 -jMs. J9365d, (36seE08, LIQHOLS ws LsdgsMeb BoMoals ()Hs6b(396~— 76H 
8d 307d7]EM}dS 9H SHOL LoZdsHobo SmMmMog{mboolb FoMImImdobsmgob: Mgmo0b bds Bgodeogdo 
SOLZIOBE7b MMgZMH3 MZndLdbsbAMAd0b, AQmogoyMo GoPqsemob bsGomo, Lo Amose ~wd- 
IergjZOLAdMIEO sesdosbol bdob, B7Jo~Mob L39M-bIg,36. 453439 LIVHMLS Es seosdosbl Bomob 
WMonagMamdolb gsaqdab sMbo sMs odegbse@ Jomo _7HMosberdab A7Ademgdcomdsdos, Msd~76s05(3 
830 A_bsdere ws LsbsHAI~ QMoosbrdsdo. LEMAQE 3433860 ,,e3nMaqj%a bsM7dss* Segager- 
Gos: A7q{MHFyIqQe~moOs JQHoasberds G7Jdbo~rabs dob GqdI-mJdq~ems6, sesdosbob 30%Mg6-yer0 bdob — 
LabzbBobs eE3m0b bdsbos6 — cantus firMUs-6. 38 aZ56sb 36g FoMdmesj6es bsg 3ergbor 
BMseEa300b dagh 653-4OObO Logs~omdegda ws ~Bdoos{M]bo 99 M9389 B IMG, aHoamMabyjmo 
JomGsemo, Gemdqma3 39d-(39d0b Msbsbdse, 393 ghogm~m woeb shagmmbos bdIGs0m fogbds 
(Hoppin, 1978: 42-43). sdagsGse@, cantus firmus-o Basbsy396j9d0b bsggcrgboe Ibogobobso- 
306 9Md60936jmMZ63e (MWI3S 863 30MES30H0 353,9d0M) O3H0b bIS ag. BEE sesdosbjHo 
845 J8.0300 59330EM7dqEM CObgsbAo, ager bd sesdosbobs, 396663939d-3e0 CgM0jMobsg06, 
8523.80, 34537 CHML, Isbms6 353d0%Go dyrmgo, dobash ge6-yymyR qo. 

Sb0dbyem0 JoMoq{em Logg3egborm gommdobsy 303doMEQds. JoHoy~ro go~mdob dMs- 
Z0Eobdosberdobs Ed sEHJ{MO g3Omsqemo smmogmbool Iqjbo30~ AH 98bMMg6q0d0 LE3omdob 
do bj539e, sHob Jbas3bqd03, Medqmay 8Hmggboy~ Iqjbo30d0 MH gbsb BoMob, mH, 306- 
V630390e0 OLAmHoab IJforbg gj yModo Bq0b0d694d9. BdsMs IerdHsmdsda MMas6-qjdol osol 
S9MIMJMOBIAL 360673080 Bboy 376g9d0b IGsgo~mbdosbrdal bods6-Mgob7ds9, Gmdg@ay3 Joo- 
OC g9m~mdsdo B76s:Oh-769d-yer08 Jobo gsb6go0msMAd0b bsdo39 98986] wes sbobosmgdb bobFo3- 
cogdger bdQ6L, Loes goreb ws 39843769d-je~ Zorreb (Ayem@osdgoc0, 2001: 105). 

SIOIHIE, ALBMogqMB-jemo SsqAbgdob Aferby Jeb ryMbos sHab bsdgsHeb’ bHy~@o ods696- 
FWMrdB5, Lo37OsH 33036 03039Md9; Ms3:0b0 sHbom _FIbHMI3Z7OH QMO sm~mogy3mbos sHob bo- 
IysHor bobEZMQd0b 38%E3Z939, Jobo gseEs~msb3o — ob sHob IMsZe9rmdaMMds, yroagMyzdab ws- 
689930909 bsMObb1840380 8H39MM338MHE386 Ed ISHLOdGH03ZIE 396bb3939d-4~, 9M539~~M0(36ber- 
306 4Hg9dbs Es 06998%]. Ed ds0bG, SMMagebasdo bI7d0 3H boFAZMEQbS Jomb-jM IGsgoe~- 
3390736 9d3do, sG8dJQ~e JMM0s6E9d9 IF Yymh Ingmdo. 36, b635,39Mse@ Mod 3nJ39m, gOoosbe- 
S06 095 sMbse JO 7d9, ob b63s bsGobbMdM03 ~mb7b] ofg6L mogb. 

LHMm{@ SaMMmgb6qje~mob ImeEgemob Fysmmdonm, Meodgqmay CI7HMZ930 JHabAgb bobowsb 
SdM0FME96S, 864) MIGMMOLS E8 sesdosbal 386bb3937d-qjrmdoeEs6 ~s, 94339 CAML, FHMasberd0- 
086, 3H AsHAHer Agbsdegdgqemo Fegds, 9MI3dqe g9GbmdagMg_dqemse@ dodbaeE37~073 L63seEsbb630 
Isms GMM bsFsMdegdab hsMher9dda goqMmos69d9. ,,439CPO bae~MgZb67d0b dobsbo, — FgMes 
89390, — sHob LyMaM FoMdmfdbo~mo 0303708, Mdqmda3 JsHswajcrmo, M3087dMO30 (3 bseE- 
96S AQSOAM Ingmpbsbs Ed bsbydo~ (Sgaj9~mo, 1973: 615). smeragmbas ad3e965 Bas bsy- 
SJOgQ00b seosdosbolb dermbogbampdsdo, gsdmbsAob Igbo3edo dobogob y39~Msb] L064 339M0, 
Fdabes A 7DIsMoGgd0: Jobo AgyMPydqeo ghoeds jdom~g|b bysbsvs6yosbos6. ors6y 398 HoFob 
H6sbds@, MIGMHOL Jqdq369d0b FHOLEQMOD Lodqs~~gds LobgmdHag30 A_dIq;36gb00 — 9.9. »,69- 
392, MsdJn2 ,,b9erEg860 MIQG®MOL™ oe Jal shsMQ3~mol DobjeEZ0Ms9 SGYymdo~@o ES syI~—g]M%- 


Mobs JogmsMs 
a 3096909 


Sqjera dogera bsdgGse, bne~wm Iqbogsb b635b) q39 dod ,,b7e39 ws 386GeEs ,,gomobs* 


2 


9932 Aqgyr3emadabs20". 


9960836940 


| sdob Lob {MIE MobgZb IosJgb dIogscroma: babgZ9b BMsggrosdo MsZ0b0 G[bog{ghQd0b y3qerobg BMo- 
BO879SC 9-d768,do Iq7eEg7s IergbdIMdb Jom’ (,,Jombo, Jobe), Isdob6 GemeEg7bs3 CsbAJbs ws JgJb3omob 
390M9d0 80M3ZgIMyMHROM~ Jobb 30 9% dodIsHMI396, OMIM0b396573 LOAmose Msg{0b-j936—960 sH096, ssdQe 
0530 d9eb Irbmogobdob sdbeognr78-4H% 38003Z69d5b, 96 sdbeomydob dyer doogG-sesd096-4H 306m369- 
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(GEORGIA) 


MONOPHONY AND POLYPHONY: 
CULTURAL-HISTORICAL ASPECTS OF THE PARADIGMATIC CHANGES 
(A VIEW ON EUROPEAN POLYPHONY) 


The question of the interrelation between monophony and polyphony exceeds the bounds of the 
problems of one musical culture and is of universal character. The discussion presented in the paper is 
targeted at 1) bringing forward the general philosophical and cultural-historical aspects of monopho- 
ny and polyphony, especially in their west European manifestation and 2) along with that our goal is 
to single out some questions in Georgian sacred music associated with the former. 

Within the limits of one paper it is impossible to give an exhaustive analysis of the above prob- 
lem, therefore the contentions suggested in this report may be used as subjects for further discussion. 

The thing is that west European polyphony is a musical projection of man’s individuality of a 
definite type. Polyphony, as such, is based on the simultaneous sounding of several different voices, 
which quite obviously is not an achievement of only European culture. In its wide meaning it is at- 
tested in many countries, ancient civilizations among them, and its new European variant is one of the 
possible manifestations of this principle of music and world outlook. But west European polyphony 
is such a prominent and powerful phenomenon that we musicologists are right in speaking of the 
specific features which differentiate the musical “West” from the “East”. 

Whatever might have been the hypotheses about the provenance of European polyphony and 
its primary forms which gave rise to polyphony (seventh-eighth centuries, folk or professional), it 
manifested its unique character immediately. 

Its most typical indication is its general intellectual character and the importance of the com- 
poser’s role. The intellectual character of polyphony reveals itself throughout its history and is clearly 
manifested in the dominance of composition laws, which took shape at an early historical stage and 
stemmed not from the empirical sounding of the voices, but from the sphere of intelligence, from the 
ecclesiastic canonry among them. 

Intervals which divided the voices, for instance in the organum, could only be the “complete,” 
“pure”, consonance, i.e. the fifth, the fourth or the octave; the rhythm was mostly triple, as it was 
considered to be a digital symbol of the Holy Trinity etc. It was the parallelism of these intervals 
that characterized European polyphony in its initial stage (ninth-tenth centuries), when the organum 
was the only form. “In the organum the voices are divided into the main voice — vox principalis and 
the accompanying voices — vox organalis”. This definition is reminiscent of the voice functions in 
Georgian chanting, where the main voice, the voice which has a canonical function, is thma (term 
for “speech”) and modzakhili (the middle voice) and bani (the bass part) accompanying the former 
(Shugliashvili, 2001:103). Siegfried Nadel writes in his research: “In western Georgia the main type 
of the voice motion, which is considered to be characteristic of the Middle Ages, namely Huckbald’s 
parallel organum, was introduced into practice” (Nadel, 1933: 31). This conjecture gives him grounds 
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to assert that polyphony may have emerged in Georgia, from where it spread all over Europe. For us 
this conjecture proves once again that the process of polyphonic thinking may have common stages 
of development in different nations. 

As Albert Seay notes, “The true polyphony in the elevated meaning of the word cannot have 
been a result of improvisation; it had to be created by a composer and considered in keeping with 
the practical and philosophical demands of composition” (Seay, 1965: 77). The supersession of the 
practical improviser by a theorist composer reflected the huge changes that occurred in the images 
associated with the creative person and the perception of the creative act per se. 

Accordingly, it is linked with changes in the ideas about music as something already present and 
reiterating (folklore) and rendered intellectuality by a new creative phenomenon. The performer, no 
matter what kind of fantasy might have influenced his/her improvisation, in essence was not the au- 
thor, the creator of the music. He was a master who worked according to a ready-made model, while 
the composer was the creator of music (almost in all languages, Georgian among them, creator means 
God, the same as the composer is called the creator and whatever he brings into existence, creates, is 
called the creation). 

Now I have come close to the main factor in the emergence of west European polyphony. 

As has already been mentioned above, when speaking about polyphony (whatever is considered 
to be traditional polyphony), musicologists differentiate between the new European polyphony and 
other musical traditions of the world. But why did it emerge in the Middle Ages? Which cultural- 
historical processes conditioned its appearance, and what is most important: what were the changes 
that made it not only possible but desirable and interesting not only for composers but for the audience 
as well. This question often escapes attention, though it is an essential issue and we will never be able 
to penetrate deep into the essence of this phenomenon, the essence of great cultural and historical 
significance, if we do not try to find an answer to this question. 

The existing questions are limited and hence unsatisfactory. If we admit that polyphony stems 
from the pure acoustic nature of the musical sound, which spreads out on the complex three-part form 
in the overtones, then it is incomprehensible why polyphony should have remained in the sphere of 
sacred music for a definite period of time and why could it not have always been present, for these fea- 
tures characterized the physical sound despite the historical epoch. It is not clear either why there were 
different forms of polyphony in the musical cultures of other peoples, the Georgian culture among 
them. Then it will mean that the roots of West European polyphony can be found not in physics but 
in culture. This puts M. Schneider’s contention under question mark: he suggests that polyphony 
should be understood as a result of a universal activity and at the same time as an outcome of the 
pure “technical” laws of harmonic principles, thus rejecting the cultural-historical and geographical 
understanding of these laws (Schneider, 1934: 10-11), and according to Schneider the technical laws 
of the musical form are universal. Accordingly, the original West European polyphony’s unique traits 
can be explained by the technical aspects of music making and not by the content of the concrete 
cultural-historical period it belongs to. Similarly unconvincing and one-sided seems the hypothesis 
suggested by Richard Hoppin which says that polyphony was the result of the manifestation of musi- 
cians’ creative energy (Hoppin, 1978: 181). If that is so, a question then arises as to why this energy 
demanded to manifest itself at a given moment and in the form of polyphony at that. 

It is indisputable that a special creative energy, different from monophonic music, manifests 
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itself in polyphony, but still its character and meaning remain vague. In my opinion an adequate ex- 
planation should be looked for in the principles of the fundamental world outlook of thinking. 

When searching for the reasons behind the origin of polyphony on the world outlook level of the 
epoch, which conditioned the radical changes in musical thinking, the most acceptable is the concept 
of the substantial personality (A.F. Losev’s term), or the concept on the basis of Christian teaching 
about the absolute, God as a personality (Losev, 1988) 

In every act of artistic creation there is something which cannot be perceived by the mind, when 
the process of the transition from the invisible idea to the objective form of external existence takes 
place. According to Hegel it is man that personifies this process as the unifier of the physical and 
spiritual sources. West European polyphony is one of the prominent manifestations of its creator’s 
collective personality — of a special type of human subject and his fundamental aspect or attitude 
towards God. Polyphony stemmed from the Christian understanding of these relations, therefore it 
came to be “growing” in the Christian epoch, which was not accidental. 

The earliest forms of polyphony are a two-part organum, where the secondary part, discantus, is 
added to the homophonic basis-cantum firmus. The appearance of the secondary part is a musical rep- 
resentation of the new relations between the human personality and divine personality. Losev noted 
that alongside the spreading of Christianity appears the idea of a personality which cannot be brought 
down to the natural or cosmic source only, nor to the absolute as a personality. 

Such a concept of a personality came into being not earlier than the medieval monotheism 
or the Renaissance epoch when earthly man was perceived as an absolute value. Individuals of the 
Hellenic-Roman period (as well as the early archaic and classical and antique) were characterized by 
the beyond-sensitive-material-and-personal cosmologism; it was never violated even by immanent 
emotion and sensitivity (Losev, 1996: 180)'. 

In the old world the aim of man’s personality was to merge with the cosmos, man’s personal- 
ity per se was viewed as part of the cosmos and his inferiority was perceived as equal to his getting 
detached from the cosmic whole. In the Christian concept man also aspired to unity with the supreme 
substance-God, but here it is already charged with the idea of a “heavenly” transcosmic creator, 
which cannot be identified with the universe. Cosmos is not God, i.e. God is not equivalent to cosmos, 
and in spite of the fact that the universe is created by God, the divine world is its transcendent. But 
it is evident that the transcendent relations between God and the universe are not sufficient for the 
emergence of polyphony. God’s voice may exist as part of the liturgy, a religious ritual, quite inde- 
pendently of the sphere of man’s voice, which is already created. But the essence of understanding the 
relations between God and man is not so much due to the impossibility of their unity as to their pos- 
sible and desirable unity. Polyphony is such a “divine annunciation”: the unity of those who cannot 
be united, the unity of the creature with its creator, of the discant-man’s individual voice with God’s 
voice — cantus firmus. The latter were the hymns consecrated by the ecclesiastic tradition and the most 
important in this repertoire is the chorale of Pope Gregorius, which as the tradition has it, was sung to 
Gregorius Magnus by the angels (Hoppin, 1978: 42-42). Thus Cantus firmus was God's voice (though 
not in its direct meaning) for medieval church musicians. But the discant introduced through the hu- 
man practice, was man’s voice, different from the divine one but its integral part. 

All that has been said above is associated with Georgian chanting as well. In spite of the dif- 
ference between the polyphony of Georgian chanting and the musical thinking of early European 
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polyphony, there are some similarities as well, which can be noticed between the two ways in profes- 
sional music, in the two cultures of different history. The principle of the organum-type parallelism 
in the voice movement is a characteristic feature of the medieval polyphony which was preserved in 
Georgian chanting at the three stages of its evolvement and are characteristic of “the learning voices,” 
“plain mode” and “the decorated mode” (Shugliashvili, 2001: 105). 

Therefore monophony, which has an introvert nature, is a complete immanency of the universe, 
an identity with its own self; in its essence the extrovert polyphony breaks through the frontiers of the 
universe overcoming them — it is plurality, breaking up the existence on the qualitatively heteroge- 
neous and essentially differentiated numerous layers and levels. And yet, in polyphony the voices do 
not break up into chaotic diversity, they become united in a regular whole, or to put it differently, the 
idea of unity does not disappear, it is manifested on a different qualitative level. 

Due to the personal model, which stems from the image of Christ, man and God, i.e. from the 
difference between God and man and herewith from their unity, it is not only possible but quite com- 
prehensibly attractive as well to unite different voices within the framework of a single piece of art. 
Hegel wrote, “The aim of every art is the similarity created by the soul, in which the eternal and divine 
are manifested in a real phenomenon” (Hegel, 1973: 615). Polyphony was born in the medieval man’s 
need to express his most desirable, pure truth in music: his unblended unity with the supreme sub- 
stance. According to Ioane Petritsi the only means to cognize God is through imagery, the so-called 
“khedvai” (seeing), for the whole universe is structured and made to sound according to the reflection 
of “God, the Creator’s” idea, and it is music that can “see” better than anything else and can feel “the 
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one”, “ertobai sheqovlebisai” (simultaneous sounding of different pitches, unity of different parts)’. 


Notes 


' To corroborate this Losev gives an example: At the most tragic moment in her life Medea, in Seneca’s work, 
calls the chaos (“Chaos, chaos’), while Dante’s and Shakespeare’s characters do not address the primeval chaos, 
of which they are free completely, but link their fate with the absolute personality of monotheism, or an earthly 
man, made absolute (Losev, 1996:181). 
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> Toane Petritsi’s terms to denote simultaneous sounding are: “ertbami,” “dabamva,” “ertobai sheqovlebisai,” 


“mortuleba” (“samusta rtvai’”); N. Pirtskhalava specially singles out the term “mortuleba” and other related terms 
derived from its root (“rtva’), they are Georgian terms which denote “harmony.” Any musical parallel of Petritsi’s 
philosophical composition is based on the use of the above terms (Pirtskhalava, 2003:111). 
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NOT A REVIVAL, A TRADITION OF REVIVALS: 
REREADING GEORGIAN TRADITIONAL POLYPHONY 
TROUGH THE ENSEMBLE TRADITIONS' 


Introduction 

With a population of 4.5 million, Georgia is a small country located on the eastern side of the 
Black Sea between the Caucasian mountains. While it has an ancient history with the lands off the 
Black Sea inhabited since Palaeolithic times, its history over the past 1600 years is essentially that 
of a small Christian Orthodox state trying to survive amidst more powerful nations. Georgia’s thick 
cultural heritage is indicative of this, reflecting the fluidity of Georgia’s borders and the alliances its 
factions have made with the other great powers present in the Caucasus, such as the Greeks, the Ro- 
mans, the Arabs, the Turks, and the Persians?. 

Many would say that a testament to the unity of the 16 or so different geographical-cultural 
units that make up this historically divided nation is the practice of polyphonic singing. Georgian 
polyphony, believed to be a millennia old tradition, typically involves three-part songs within the lim- 
ited baritone-tenor range that results in a dissonance difficult to define in terms of Western Art music. 
The variety of regional styles which exist reflect the geographical makeup of the country. Tradition- 
ally, the performance context of songs is rurally defined and travel songs, work songs, round dances, 
lullabies, healing songs and other forms of the polyphony are attributed to the “simple” peasant life. 

In contrast to this original-village context, the ensemble practice, especially as it is practiced in 
the capital city of Tbilisi, sets the example for international representation of Georgian polyphony. 
Perhaps this is reasonable given that Tbilisi’s vibrant and independent traditional music scene is a 
result of urbanization, which has displaced just as many rural musicians as it has other population 
from the countryside. Ensemble members are composed of younger musicians who are motivated 
to preserve their national heritage. “They resist the lingering Soviet stylization and standardization 
of songs, involve themselves in archival and field research, and incorporate improvisation and their 
own variants into performance” (Kuzmich, 2010: 149). Moreover, seeing the singing of traditional 
Georgian polyphonic songs as a greater expression of national identity and, with the belief they are 
carrying on a millennia old tradition, they find it also impossible to separate the musical practice from 
a historical and religious identity of Georgia. 

The ensemble practice, however, has not been given much attention by ethnomusicologists. De- 
spite the authentic social function of ensembles singing at supras (Georgian traditional feasts), both 
singers and academics alike express concern for the genuineness of the ensemble format, most likely 
due to its association with the concert stage. Except for a few recent publications that have addressed 
the tradition of master singers (men who are known as great singers, ensemble leaders, and who know 
all three parts to hundreds of songs) (Chokhonelidze, Rodonaia, 2004a, 2004b, 2004c; Rodonaia, 
2005a, 2005b, 2005c), most of the literature on Georgian polyphony addresses the role of polyphony 
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within the original village context. In particular, there seems to be some disconnect between original 
village context and master singer/ensemble practices. 

In an attempt to reconcile this disconnect, this paper rereads Georgian polyphony through the 
ensemble tradition and reflects on how aspects of the rural singing practice may need to be revised 
to account for aesthetic developments motivated by ensemble singing organized and influenced by 
professional sacred singing practices. Further to this, a diachronic survey of the ensemble tradition re- 
veals waves of revival like activities that identify preservationist mentality beyond the musical sphere 
and suggest that the ensemble practice may be a part of a larger tradition of revivals. 


The Rural Roots of the Ensemble 

Georgian singers and ethnomusicologists cite the first ensemble or “ethnographic choir’ perfor- 
mance to 1886, which occurred in Tbilisi and was seen as part of larger national liberation movement 
against Russian occupation. While the choir was and continues to be hailed as a significant historical 
move for the preservation of traditional music [Chavchavadze, 2005 (1886)] it, and the concertiza- 
tion process in general, is criticized for its imposition of Western European aesthetics and form on 
traditional music [Aragishvili 2005 (1925)]. This criticism, however, seems to overlook the fact that 
the concept of a choir was not a new one at this time. 

Given the 1902-1914 recorded performances of rural ensembles on the CD Drinking Horns 
and Gramophones (Linich, 2001), it seems quite possible that rural-based ensembles were already 
established at the end of the nineteenth century. Interestingly, the CD features ensembles from two 
divergent geographical regions and musical styles, Kartli-Kakheti in the east and Guria in the west. 
Two of the Gurian choirs, one from upper Aketi and the other from Makvaneti, are described in the 
liner notes as farmers and peasants committed to their cultural heritage (Linich, 2001). They chanted 
as part of church services and also sang for pleasure (Erkomaishvili, 1987: 9). Furthermore, they were 
very popular. In the liner notes of an archival LP released in 1987, Anzor Erkomaishvili (the great 
grandson of Gigo Erkomaishiliv who led the Makvaneti choir) wrote that his great-grandfather’s 
trio “was often invited to different villages... Nearly no party, folk or religious celebration were held 
without them” (Erkomaishvili, 1987: 10). 

Music historian Manana Akhmeteli, suggests that village ensemble singing was organized in 
response to the Tbilisi ethnographic choir performance of 1886 (interview, 2005). While this may 
be true for much village-based ensemble singing, there are reasons to believe that established choral 
practices already existing in certain pockets of rural Georgia. First, the popularity that Erkomaishvili 
attributes to his great-grandfather’s ensemble predates such a response since he suggests that the 
trio from which the Makvaneti choir grew was renowned throughout Guria as early as the 1870s 
(Erkomaishvili, 1987). Erkomshvili also attributes a professional position to the choir led by Samuel 
Chavleishvili in the late nineteenth century, observing that “they earned their living by songs[,] travel- 
ling a lot in different villages” (Erkomaishvili, 1987: 10). Moreover, an organized and sophisticated 
singing tradition was clearly established well before those 1902-1914 recordings since four out of the 
six choir leaders listed on the Drinking Horns and Gramophone CD were students or sons of master 
singers (Erkomaishvili, 1987: 10). 

Clearly the above details concerning rural singing and ensemble practices puts into question the 
original village context of folk songs and their existence as a product of a “simple” peasant life. It 
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suggests, at least in certain pockets of Georgia, that folk songs functioned outside of typical calendric 
life cycles and were developed for their aesthetic values. Most likely tied to this development is the 
professionalism that existed in sacred musical practices. Professional chanters (singers of sacred mu- 
sic) were highly trained and greatly valued in the community. Historical record even reports social 
mobility granted to those blessed with good voices and musical skill (Karbelashvili, 1898: 61-67). 
Although sacred and secular singing practices differ, they do share many musical characteristics and, 
more importantly, the practices were always linked together. Even to this day it is a common belief 
that the best chanters are the best folk singers. In light of the above discussion, however, this rela- 
tionship has significant implications for the development of folk music and ensemble singing, where 
professional and highly spiritual musicians influenced the development of the singing practice. 


Revival Activities 

The idea that multi-part folk singing was more organized in parts of rural Georgia clearly has 
implications for the how the music developed aesthetically. What must also be considered is how a 
preservationist mentality may have also played into this development. As already mentioned, con- 
temporary Tbilisi ensembles demonstrate revival tendencies with their concern for authenticity in 
tone and intonation, and their involvement in field and archival research. Such revival-like activities, 
however, are characteristic of other periods, in particular those at the turn of the twentieth century 
(the time of Erkomaishvili’s great-grandfather’s choir) as well as and perhaps more surprisingly of 
the mid-Soviet period, and then again towards the end of the Soviet rule. The revival-like activities 
of contemporary Tbilisi ensembles significantly resemble the activities of those ensembles a hundred 
years earlier. Both are independent groups composed of enthusiasts committed to researching, recov- 
ering and archiving song variants as well as creating their own. 

The Soviet era, however, with its repressive, programmed cultural activities curtailed much of 
the work done by these early revivalists and altered the sound and experience of Georgian polyphony 
(Meskhi, 2003; Erkomaishvili, interview, 2005). Yet, at the start of the 1960s, Gordela, a student 
ensemble, and the its subsequent professionalized version Rustavi, successfully revived aspects of 
traditional polyphony. Through archival and field research, they re-introducing traditional repertoire, 
unique song variants, intonational peculiarities and even some songs from the sacred repertoire. 
Moreover, they provided and example from which many different ensemble formats (men, women 
and children) followed in musical content alone, since access to archival material and fieldwork was 
strictly controlled by the Soviet regime. 

It was approximately twenty years later when another wave of revival-like activities modelled 
by the Mtiebi and Anchiskhati ensembles expanded on Goredla/Rustavi’s work and further challenged 
the Soviet legacy. They set a precedent with fieldwork, study with villagers and master singers, a 
less academic singing style or aesthetic, and the incorporation of chants. The contemporary Tbilisi 
ensembles are a continuation of this most recent wave. In each of these cases, the motivation is to 
protect traditional culture which appears threatened, and therefore according to Tamara Livingston’s 
article “Music Revival: Towards a General Theory”, they may be labelled as music revivals (Livings- 
ton, 1999: 74). 
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Revivals that Add Up to a Tradition 

These revivals, however, must be understood in a larger context, a geo-political historical con- 
text that lays the foundation for a preservationist mind-set. If you compare the contemporary musical 
revitalization activities to the Hungarian dance house music that Judith Frigiyesi documents (Frigi- 
yesi, 1996), the youth in both countries find the activities deeply meaningful in the short term. In the 
long term, however, Hungarian youth foresee no significant consequence while Georgian youth can- 
not separate the music from their spiritual and national identity for the present or the future. Perhaps 
this is due to Georgia’s history of preservationist activities which have been documented in other 
cultural forms as well, such as copper enamel, language, literature, and theatre. Indeed, the music 
revival of 100 years ago was part of a larger nationalist movement which left more than just descrip- 
tive writing, transcriptions, and sound recordings. It left a mental legacy. Manana Tabidze, a Geor- 
gian linguist who discusses the preservationist activities on language in the late nineteenth century, 
describes this legacy as a “national mentality... and policy of self-defence’ that was awoken (Tabidze, 
1996: 206). Given the continued attitude of Georgian traditional musicians, it seems that this policy 
of self-defence has also never died. 

Furthermore, description of revival-activities around the establishment of a chant school in the 
aftermath of eighteenth-century invasion on eastern Georgia (Shugliashvili, 2003: 432-433) suggests 
that this mental legacy was already awoken. Luasab Togonidze, a chant historian and archivist, be- 
lieves that such revival were most likely common occurrence in Georgia’s war-torn past (interview, 
2005). Donald Rayfield, a literary historian, similarly notes how the literary tradition had to be rebuilt 
numerous times in response to invasions by the Arabs, Persians, Mongols and Russians (Rayfield, 
2000: 10). 

Thus the music revivals discussed in this paper could be part of a larger tradition of revivals: a 
tradition which extends beyond the musical sphere, reflects the survival of a nation, and reflects a fun- 
damental characteristic of Georgians built into their psyche after centuries and centuries of invasion, 
fragmentation, devastation, fighting, reviving and surviving (Kuzmich, 2010: 155). 

Clearly, more research could be directed towards this viewpoint. One angle of inquiry could 
consider other possible revivals, most likely associated with the church, in Georgia’s history prior to 
the eighteenth century. It would also be interesting to assess whether music revivals in other coun- 
tries may be part of a larger tradition of revivals, syncretically and diachronically. Finally, it may 
be meaningful to further the perspective proposed in this paper on Georgian ensembles; i.e. that the 
ensemble tradition, in its association with sacred singing practices and preservationist tendencies, is 
more complex and dated a phenomenon than is typically traced to the first ethnographic choir perfor- 
mance of 1885. 


Notes 


' This paper is based on a similar paper I presented at the Canadian Society for Traditional Music in Montreal 
2009, which was subsequently published in their journal MUSICultures (Kuzmich 2010). 


? Andrew Adersen, a conflict historian, has created a series of maps that visually depict the complex political 


158. Andrea Kuzmich 


dynamics and fluidity of borders. They can be accessed on his web site www.conflicts.rem33.com (Andersen). 
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OSIAS% 3S60601605 
(bSISHOIBICN)) 


LISDEROL LOSLIIGON8S INENSIH 9IL08590: 
6656085 VS VNESINSS 


FoMImes jbo MAJoM CwsgzabH Mgbeo 3098 6sdob DGHerdob bodmgmsdo Dgyegzbgdqjevo by- 
ILM bd-MZs69dq9d0b IeobdIQbobsL, GmdIg~MII(3 76gQMQ00b sgqdQmo ook ~wos, 94379 EME, ob- 
Hobo NMo BsMRgZ0b 479M 7dg9~@mO Bq7QMdb7d9 CsdOGrg9. asdohbeEs Irobngzbo~m ds, dogsbemmo- 
390M@O gobag7M Aqbo3zodo bagqbeob bb6zIeobb3o dbodZby~mmdob Logombl wes sMmd~gdob — 
Oy 48 Iq7Js60%do 396580MMd7db 37M HoZ5Mobs Gd SmMoBmbAsmob 3boyx3{9MJe0bb] Jyroo 9d 
abGIMZs~moalb EosmgAdGogqjo djogdob. 

4MgZG(3 Ib 7~r0 9e6086s3b (Masemb, 1991: 30-31), ,,eoro byagy6eEs sHlbordsGo3 Geel 
HSISIOSL 393M gomeyAh da9MsnMa,,do, MmgMH3 Lodso~ram I_ZbMdg~ 439%9db BoMol ob- 
8)9MZ9CMO Ed, 8d339MSE, 8M06(303G0, bsMge~mo be7d3, ZormnsMdeJdbob Agbsdeo a bgd0b bo- 
JOr bsbosmMo, G3 M9g{0b9d4H0(3 9% jlES ago’ Ab 3b7d0 b63s0b639 30Md9dd0, L63seEsbb639 
Gs~@b7ddo. IsGnw43, baZWbes, Jono I6H03, I7G@meoab bso374d3Q~08, BEE IgMM] IbHO3 — 
93O3,39%0 BMIMbOAMO sem _MbsBogobs. M039 479IMb3930d0, Lyzj6es I-qbo39do IerdmHsmdol, 
aboosGogob, g6g%A00b y39~Mob] dsHhoZ0 Ed EsbsdsdobdoqMo GysMors. sergdbgq30b IoGdodam, 
OHO AgbMd{Q~mO ba9HOb IebsyZmgerd0M abAmboM]7ds AQAyZg@mgQoOb Jg~mmrweobs3o0b y3q~mob] 
JeOgd7BHIMAero E85 3934 3g9MgoyQe~ro BemGdss (AmeKceeB, 1986: 102). 

JOMMIL8EO, JIMIOE7dIb do3{9384HMd0 IMIZ9e—bdosb 3m30~7OH HHs@0Q309b, Mse@as6 dog- 
gehbos, md deogmpbsb “bes (935330MEIM, MMgMGH?3 sesdosbob bdo’ —_,,b-7db8)06(30730 o8- 
H3SE0L", 3AMEQIGHL’L, GMI~ob doMyjzmo, mbHOmMmgoqjho Mgobqd99 qQIQsem, b3mbss6-y%o 
30038063839 ,,dobs3860 sesdosbobs* (Opm0B, 1972: 381). sdsbos6, obgmo GFymdob dGo- 
Z9@bdosbrdsdo, Gmd~ob mommyj~ s3MG0s8by Mame Iydagdhos ssb-ybobdggdg;eo (LGeMgp0 
339M 38H9d-G0), BdsMSbZer5 y39@ms wembg by AV YZqHO DqderJdgqwegsama yAMsEmgd0m GFo- 
4093H09dS (8, Bqjadmgds oMgob, B{bJQombsmMAMseE yZmbGob js nMos; 39666393960M obgoo 
Fyordob dHs30erbdosbrdobsg36, Ged~oab dobod-79 MMbdosE dob BIsMsb3~sb gHmo BqdbHye0g- 
Spero 86EMH?309M7SL (064 8,H-I76GHS]) yaMsemgdob HsemmobjdqMo gsesbsGorrgdom, sb — 
COLZM]AHQmoe. Ag7bMgZ0b 30 LGM] MoMmg7yemo bdob 36 430mMbseHAMHO Csdery30-7dC~Mdd9 
sab BgQMgbeo. 

Herg,808E b9376d Loe b-jG IGs30c~bdos6rdsGo adegbseo J60036j93g360 HsJGmMos, Med 
G69d9 693776 -7H0 SMEragmbas* LosZdsMO s88HerdboMgZdj~mo HgGdobo8 gnberdI-ybo3rmermgosdo 
(dgb6940, 2010). 

916149693500, dohomsose, bo ysGo 339J69d9 boerbjH Covsdmbo3sdo y37~mob] BIoMs@ 
390eg769d90 L376 9%b], AmdQg@MLbS3 g3GOMSyero szoegqdaqmo Fymdob woweo bagqbeEs 436~ 
Aqg46368d9d3, 20M] 358)3M8 bgZ76ES (GbseE08, GmMEgbs;3 Coe LgZBbeEsty Z:boysGmdm, dols 
899M e960M Loweoeg7b, Kmb-7H SqbQdsb 3aqmobbImdo). sdolb BHOsooyjoyjw~ IGs3oebIosb dey- 
Go39d0 s63qdoGmb-yMo yjocmegdab 393M 3gergd0b DLIGsdjomds seEsbsjMdb. 3g6G oA ebay, 
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43043, Kergsose, gnba3\Mo bsdgsOmb gHM-gHMO y3Zg7emb] |Qsg{O3gm~mgdqero Lalbihgds, LHeor- 
HE Jogemerbosb bazjbesl a(36crdb. 

doy byes30e@ odobs, Gd qmbmdybogserqMo Amgegbs, GmIg~mbs73 IgL6qmMe (3690 _,,-ybgdo 
gmosgymboam* (Schwebungsbungsdiaphonie, 329m39,_ ,,068)9%3)% 630400 ~wosemboam) se- 
Godbs3b (AqbEqMo, 2008: 314-321), BAM 3qdMb3Z939440, 73H CO” CS 3588S L736 edb Ber- 
GOL 3E9d3H] HAoHMsE-jMa ObGI{M3Zd5~ob wedoboMpdsb gqmobbInd (GmgMGy gvbbszqnMJ- 
dom AXsby BAMgs69d0b8b), BqIbOqegdgm-ILIg6gQ~oL dog UygqbeyHo d9%sndqms6bdQd01b 
39339920 COMAL 386d53~Md5do HoJboG09 bsMbjAM Iqbo30do, wowa IQA gbmdom, bHomM]e 
LOE (86 LpOHMse-NM) Lagybesdo asderobss qos. 

Gbs@o8, 843 76HL Z9dsbZ30~m dO BsGdIrboyj~ Ed 9H AQmMMmON_® LOZjbeEsb], IGsg0~b- 
dosberdab gs%Qdmdo0 — Lodsmbo Job MgQdoGo3Z0b Agbsdsdobse. MEMmbe, Ag7bmgZob bsg gd 
8H 7dS8)-QHOS LZ jbeEO’ B7bMIg{6OL gsbbo~35 BmIMAMbool Lomshbeg_d— Sersbihdo, bso 
Loag37j6eol 9339mH0 9396] 30mbs@mo bdo Lob MM yemerd0obs376 grosbHam j3mbR3moJGdsdo 0390- 
3.goo. bagqbes 430- Fobseos BAbJQZombsejHo IMs3z0@bIos6bdob 30M%Md9ddo. 44 030 EHeob 
ZOMMLEAGIGO36 GMOs I98) bo3h3yer dbodZb7~mmdels odgbb. 

M30 8g Q_OMeQMboab 380Mmdq7dd073 (MMIQ{03, Agdo sbHaM, Msgo0b0 3-764 QoMbseoWHo 
BobssMbom, 73 sbeyob Egsb ymbHMobG je IMsz9~bdos6erdsbosb, 302M] — ImdImamboynw- 
036) LFMMHJE Lgybes, 4MgzMA3 ONbEs73 JbMErme F_9MHhowmgs6o gs6dGerqds, Jabob oy64- 
GOMbseM-{MHO BrbHOsSbLHob SoMZqmo~@ Jqg,Gdbqdob. 


og7bes — yobbobsbbo wes wobmbsbbo 

L937769 IsMore~s(3 Ged sdd039eM968)yHos: B9HIrbo-A~o H3Z5~bsbGHobom, 0390 Cabebsbbos, 
Game A_~mmeEojMo HZIMbsbMabam — gmbbobsbbo. MsGod joeES C93473096mMbn Isb Ibm~me 
LOLMbIE’-AMerdob 3g7MBogs~m7yHo yOoMeabs ho? 

Lsd-gbo3e Lymmsdo LHogmobsb, GmeEqbs(3 068) 943909db dobL60eE696, Hg Q0sb, MQM 
3OLobs6Lb bs bso 098676, Loe LyzjbeOb Ag7bgdobsb 30-93009db gsdq8)qd0m ~MPbyyodeb46. 
LbZsbs73 bd 4H 44gb Ibas3bo Imagmbyds? 

Gbs@os, byZjbeob goohbos mdagdéqjMo do(39djererds, YLQMegs goM3z7qqjcwVGomoe ,,0Ms- 
30093 M GB }esE — M33 $EZ0~IE sEJJolbOZOb bsgem7dsE55 IMISMHRZIdj~O s, MomJdols 
yo3gm@magzob g3hobGo340 dodsMogdsb LsgoMmgdb (MenymescKuh, 1976: 119). sd sms3ed- 
AMMA jrmdob dohomse0 mdagJ {Mo dobj bo szqbAo3q%o daqghob BsJGoMos (ba3q6es, Ge- 
343 sgabi03°90 wobmbsb6bo) (Coxop, 1986: 40-41). 

95OM53, Lag qbEd d3qMIM8 Md_QMAMb {mo Lobgdob IsmgdsGogq4Mse Goya Bqx3sMO9- 
S98, ddoGd 03~M97dd Cobebsbbse. 384333840 (Mg030M, MAM Bq7HzsMHEQSS 9H 3rdQGMMBy-je~r 
09,d67d98b d9E9dL. doQM3d A-ybOZ9do Es, KmgseEse, by~MMgZ67b9d0 Jb MEME 3rdy3mMé-jr~mob 
38HI9ZOM000 ByEMddmgZv6jgrmds 3M6Ho Cobsabal gH MaQcrgdb 39M gob yeqds. sdoGerdsy begZd9 
MOMS g56d53~e~rMd8da HMdAE ,,eabebsbbabs* qjsMymeRama gbogGo37400 GobssMbobsg56 msbs- 
Foden gg JIE Qoi3evs. 

rd09 489M ‘A7WZobqd0m, (39039 SE_e {Era woberbsbAjMo JrgMseerds L3sesbb3o d-qjbozoc~rnH- 
GosbMeg6er 89Hs03d3do HanJor’ 393398)7}MIE POLS smaJdPmeEgb, ds36sd, RRMdGbme~mmaZajMo 
3 bqdamB034GHO 38630Mod7djermdaM, 030 336663537d}M0 BobssOboo oh3{0%n7b9 Ed Ib] 94(396- 
803 98379 FoTDs6O LobGgdsdo dogdsMQmo0ls dobjeZ0M smafdgds (,,.grbUrbsbbo~ ws ,,cobebsbbo~). 
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LBZ V6eCob B7bMIGFKMErM|04Mo sMbo IsMn~I73 LO AmoseE bb3s9 bs~mbH Igbogedo, 30e- 
G7 g3Od 4m SMMgqbo Am IqboZsdo. 303700, HaMJobos LO _mse (3boEE97d9 GmbsdgmQ0b 
IVbog9e-VHO LaZMGZob _7Moosbrdab 356mbo, Lses73 9H sMbpdmdb Msd@7bs~edg SHomMo)gG)9- 
CO /138e0%7d38 (OpIOB, 1972: 385). of696, sdoGods(35d sM53mMQersG\Oo_ ,,gmbbobsbb-yoo~* 
Oy ,CobMbsbb-q\Mo% 6G A{MZ9e~qd0b Jjyr36bqd-qero bIMZs69d8 gnbagqM Iaqbogsdo. 

0776705380 sSdobs, Lagqjbes Krag 9% EEgbs73 3904983, OMgZOM3 ,go~eyho Cobebsbbo~, 
4mgG(3 Ig%yq30 gergdqbGo (Coxop, 1986: 42). m7d39, GmeEgbs3 030 396bb3939dye dey- 
03904H 39M 9E03d8TdO s8HoMMHO 99MYD3 Ab MZd9~™se@ 9% Doohbg3s, 930 odMMZdLb jo~merjMHo 
eabebsbbob osMmogbsy. 435~m008eE, bobomo doohby3b, God Joo bsdbdos6erdsdo by3y6es 
ZOOLrbsbbob Gea~wl omsdsderdss (Coxop, 1986: 47). 


B9:HImbayAmo bogyjbes — Ig~mmepoqmo s~mJde 

4680376 sGeq60, Msz0b0 ,,88Hdeboob Bdosberdol MAIMMoSb]* CsyMeEbmdom smbodbs3b, Ged 
03669336953 JOOS smoJA7ZdmMeEgl QMMos6se Ed 8H 3md3Mb7bG Qd0b FobsbGomo shs~obam, 
0IRZS 88HIMGOS Jo0E7dS IgermeayGo (Ed ~80H3qe~mb_ yrgzr@obs, 33970) Lobsgdob bo- 
390397" (SHeq60, 2003: 55). 

MMHMOgZ0b MJdom, ,,39OdIrboymro 06/hgM35~0 Ib MEMO gHdbrdom0 sMJdob EMmbss dor- 
976 4HO mdagdio: dobo Lowoeob Bybso DzRZobQ00, ZVoHQd0b oJGo3mdob fomg3erom, IeoJdg- 
9085 IMbBIY{@g|mdsb GFsMdersea96b* (OpmoB, 1992: 274). g:Me8 g_mbyHo -s LobmrMa~o 
939 JG ObS, BGdIMbo_~O HsbsdJoIO_ZMed0b 3b GH JbGos6 gsdeymo3acma o6GyM3Z9e~0 (qmbo3~4% 
I-Vb039do BMHIMbAQMO MsbdoIEVZOMd0b BnbJQZombseqho y3mbAJIbo Gogergdse dbodgbg7~mmo- 
39605), 33053 Ig~meEagha 353doM 60m seofdgds (Coxop, 1986: 39). ska Ged, A396 06) 96- 
Z2Ebd 5 S133OHEb, B{MbjHO, BPMdZbmMMmgoqjHo sefdolb goMEs, GEMygqqg~wo Bebgdobsedo 
BIMMab{ojMHo yyMseEmMgdon sMgZ0J30do. 7b (ybse@o beEgds o6GMeOb’3I74300b8 Ignmeom by376~e-7- 
Go bIMZs6qb0b Ieobdg760b wHOb~s3. 

LsabG MAbs, Mod IgrmeEajhoa E8 ssGdImbomo by73j6e@o Dgodm {do gMMIs6Qmdo ge~oso- 
BsMEels 7HM-ghHo daqMolb RoMmgom, 86 Aq ygZg8 0m, M3 30%]Z RMCr od-Her369db5 I3zse300- 
$e300b ds Boob. 


Logy_beob 3n6JQombseryHo bsbosmo 

ISOM -JabMMAe~ro Bebserjh bobsgdsdo boy3joeal mHagZq 639%s ygg~rmgZob sognqlsjMso 
LsFobsdw{2 B-Ab A3ombsmjMHo LA -qbobss. sdoGerdsy 0% gswesFyeogds bagybeob gmmo 
43,93 IqmMH]do, 39666353980M bsmMbyjHo Fymdobs, bes, Ibaoszbo gveoHy3geo bo3bgd0m wo- 
9039300. Berbsemjh Lob Ggdsdo by3~76 9 4093-76 Jambser-VHos, ba~e gnbo34% Lbobs)gdqdm6 
SKM’ IegMd AmEs~yA Fymdsdo (Aqgbsdsdobse — 3968860349073) 020 DIobowymmdals 
098)9MdabobJom ILMMMEO 09Z03M3E Ed IZMOSMO gIdEObsHymgdonss CshgoGorjmo. 

JAm0 8d 30 sqMoasbydb ,,gesbozq%o~ Es ,,gnbogqMo~ Lag jbeob gxqbJQgombsemyAH agh- 
Lobgq0b: G39 87IMb3Zq38do, 030 wsdsdjeommdob — I_b’HOL ,,a qj QmMo~ Cs ,,sgqdIqQmser- 
G08", MEMbe, 380439~ G7dmb3938do, Jobo gsesFy¥3789. 03960-7639 sqQ{omgdgeros, boe~e 
I\MAgIo — QHn-Jhoro Ajbsdeogrqemo greoFygahowgjors. bggDEQo’ .greogVIZIGISNe” 9g9RI- 
804M AqboZ8do Ib.BZMj~o byIMbOS (39M537bd — IAboZIM{M GoGMG038do — sHsbGoMsco 
g9@esFy3qgGomo 96 aseoaly3zgGqero eabebsbbo), bow HI:eE03074~ Iybo39d0 — 34696030 
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Low Ho byMbo. 

LsabGq{MAbs, Ed bsMbjH Aqbogodo, 3gMdmE, JsMorjmdo, CHMMs 396ds3~mdsdo 39d- 
R{q3M Lag peo YB yJgombseo-qMo Ij‘ HO’ 7HMI35%3E_ ,,gsCsemsbgo0b~ 3Mm3gbb. G33 3RH~O 
A395 IgbogzocqjMHo smobso, dom 73MM ymbHMOobs {eras 030 9376] 30Mbs~MyME. JBqde@aA-d- 
Go, Ag~meo AHO 3s6zomsMQb0b 35d (Ed Oy Loeb Mo IgbOgS J3IMeM4j30Mb0M7dL, ZoMsSMeEQds 
VFMM|e@ AgqeErmeaalb shHomMHoWqGom), BVpoJQombseo-y7M aboyosGogeb ohgdgsb Saes bds, Ger- 
3MG3 3rbs jojo (HasalixuucKui, 1972: 119), ba~e Bays bdS MIMdb 3mba309db. A7bsds- 
dobse@ 030 94G939 Kges bBdob goze@ bob 439d ws Dobo ,,mMdoGHab~ I9Ms~mg~mAMseE (doMomsesco 
= GJG@Q00m) goesgFgerds. gb IMsmgemodo 30 7OMI35MIO ,,830O3Z7dL" Lggqbeogob. sb9 beds 
Jomogg@ dIqbo3odo (JoMorqmdo, 736-380 393% boe~obdo). 


Agyegbgrqmo bogybeob A7bsdere boo3ndZe~m9d0 

A7bsd~os odob g9d3, G-d bagqbes gmbog4% Agbo3zedo JgMJ¥73, goeEobsFy3g%8) o6)g%- 
B09 8 DoohbgZ9, 030 J BIoMI@ Agyrgbqdjmo yeQMseomdonss I-(39djMO. M930eE BsJGo, 
4d HAI:eogoyw Iqbogsdo CEowea qQIMsSgZ~gbodsom wowed b93776Es ,,gmZ6~egd5~, Joymongdb, 
4d 020 08 Zoro’ gqebrds, GmImolb boy 7bqAMQd0 QHMds6Qn0b dodsMo Ag~mmp@oqM 393- 
G0H7db_ Jdbos6 Ed HsbsdsMAReMgd0s6b6o sHos6. gmbog AH Bgyrgbgd-qjew byazjbeob, GmgZMM 3 7339 
0M36006qm, JHgMa00b 36396 MsQ300b 9939J¢ho goohboo. 

$d35M88, MEd Aqyegz67dqem Loz qoesb sbobosmgedb JzsGomeE gsdIMMAgycmo 3md-y6o39(30%4M0 
bodsbo, M973 LGM dob 4gy-369d0b5396 JobFMs3965do dwogmdsMymdb, gboo gdm(307360 wo 
UgdsbGogWGo MGJsJ4Q300b gsdm3939 (Menymesckui, 1976: 37). 

85380, bag qbeob Bqyrmgbgds, Agbsdeme, L63s JQqgdqQb7q{~O OQ g05bM7dqEMO Iero30- 
M873 AYO gsb30Medgdqjm~o: MMO MsbsdIAMQMa sehgMbs8 jer Bebo, GMgMG3 MMo boedgsmob 
— Bom qmobs © HO6byge 8 jerob — qMonagMoamdab bodsm~m, 4MgH3 8d LsdgsHros 
AmGHob’ SOZHab sPdbod3Z6qe—r0, M373, KogsEse, 3614739968 yerab oTDbs~woo(3 smadgdo. bog“9- 
MobbdIoms, od b3s6gndo Agymgzb64dqeo Lagqbesb <—7dgGgbse LGM] 3od6\Ho bsbosmob bod- 
998d 363009500. 

Uggqbeob  ,,bs3MsemqMmmrdob~ dbH03, LsobAHyM7bO ws asbsmgsmobFobzdj;~mos Lobomol 
0940930 IeobsbM7b03: ,,dsb Bqd@g2, (3 GHedon 3654803900 somgobgb joobmbo, wow 6 
358348 bgZpbesdo (Q’AL IO qobrbdo) Iegms, A7bsdegdgqmos, 5dZ30EM ZS Jmoyer Jogoyo 
H0G)77d7dTdO, GMZMH 3 DAgqqc~e, sMsbsw@sgo (MseE396 gb Go qsergdo omgsmobGobqde676 
J1G9308  yerggwPro Go AMGdo~w@s6 H+4(300~Mg7dqCM gob3crsb, sesdosbgdob A_bsby~esmd0b Mmoam- 
dab sH536rbsE-dsd~O7). SJqe@s6 gsd~mde0bsH], LyzqbeES gobes bsbsMa7d~~ eS bsbosdergbm~ 
(Coxop, 1986: 49). 

SHsqbolb dobjE3Z0M, 39 Hogs9er7{Mo abGJAMs300b* 380mdq7dd0, bAGd0l dobs6dodsMor-ye@o 
$3,9OsMbadsEemgjdM030 LEsqdNbZq3m~mds joeMgbo AMggQdobsngZ0bs3 CEsdsbsbosmgdgmo, MgZ0M 
Kgoj9o (36gq~r9073 (SHsq60, 2003: 62). 

0-b9d yrMesbosb sosmmg bob dobjeEZ0M, b7gq6E4M wolbebsbb7db 7 CEsdyoMAdyero boa%46- 
007 8935 bIOSHMdS ,,09- SEsdASHMS DmMMZ{~O [Fobs3M%qddo Ms3—45330bs Es gobOZ AHO Qv~s- 
Agbob (396}OsEMVHO asMsMo, Md7M(3 SE3d0369db jJdoES ymmogdio-yM Aqabqd0b, BzSyo3 
Abobo BMsbb-jy~r dIegmdsM]edsGo... skhamds IegmdsM]md30, GmIgMbs3 Igsa bgoMe,Jodo-j\Ho 
9q39d39cM0 34erbwos, G774dbo Lo3AdZ90MO sesdosbjMo Leos ynHo djbgd0b, ImHsc~mobs wo 
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qe0,04}H0 ZAdOdob hsdmysmodqosb~ (qoMesbos, 2012: 21-22). 

Iq3609MOb sbHam, LGM 3da39H0 IMsg0~Mbdosbdol gsdmdsbo~os IboOR~omb Lb- 
3005b635 seg0m~7ddo sHbadQmo LagqbeE NM Smmogmboolb gabdyerqdo, OrVIZ0, smbodb-jeo 
Lg g76ejH GFdMgZ969d9do ago Agyergbqdj~ LayZVowosb 9H s3bgMggob. 

A7bsdemgdgqemos, LoabAH\M Abo gsdereggb Aqymgzbgdqjevo Lagzqbeob IybogsemqMo 39b939Ms- 
G00 deogmpbsbosb SxMsmgmo. gb qZ06sb36gmo BIoMsE FoHImoderds, MgZM%(3 0d dag%aM0 
AnsdjXweompdob 963M7300, Merdqmal3 9H |Zogdogrgomdb es G-dI~ol 4q33e~msbs73 43999(3- 
Ha Aes 3(3CAC~MdM. 0f69d bagqbeEOb Jqd4—m3Z69dm9d0(3 (300-96, BrEs~@mobeb od MHo baqMob 
S6Gs3bo%do dso bsbasbdom (Kmgaxg go — obo <bobebGo gsesbMeom)? 

‘Aggerg670-{E Lag lesb, Agbsdemems, Lbs3zAd3mse@ gem’ 46939 sgmbse~mmds — Hoxye~ dm39- 
843—85d0 Isms obeEdgZ0@jIEmMmdol A7PbsMA-jOgdabsedo gMm|39%0 L3IMMBj~o gobo, 36/08 - 
OHO E8oMabIMQdqjm~mo Hrbozoeo Ho Igb sob sHdeamMs B-bA30mMbsEH AMO 0603098 030bsMg0b. 

A7bsd~mes, 96939, 303jmobbIeom, Gerd Aqymgzbgdqer0 LagqbeEs boe~byHo BqdIbMyegde~r9d0- 
Lomgab IMs3I9embdosbo 8-7 boGOMAd0bsedo Ob 6G00b gobbsz4oM|ojmoe IdsyZMo 3sderbs8yer9- 
d98, 434073 APDLHjegd9@m0 AbeEagZc@jIMedal gsbbs34oM|d-je Aq7ZMdbqdob 33eg39db. 

Gbse08, Krgsese, bagWbeEs ,.93 bog qMo~ 068 M3I9~m03 E85 Ib JbEMEME 3 76MdI7bmMeEre- 
30900 366573 Agode~mgJdo Iogdgd6ob. 

852348d Bjodmg7ds BHdmbo-ymo by3-7oeob Agyergbqd0b Irobergbag~rqd9 3o~]3 JOM dob7b- 
om sobb6sb: 09693 DAL Qemg_dgmosmgZob ab A390 LZ qbeab, GmgMM 3 Ig~mmeaab bs3-4d- 
3220, 3980-3er0 M56sg—MIHIEMdS AQZ~mMmeEaol LsG037360 boGos? 36eg4309 goa bodMyy9d0? 

95MM S(3, Ajgodergds 30g\mobbderm, Gd Aq~mmens’do by3j6~ol Ieordegg6-r dag9@o0b Gobs, 
SGs36obGWGo daqM%ab ,,Gsderab* gxgJG0, 4373 sheob E39330EMAd0L, ImdMHsmdob 356(3e51 
093934, 963093086 38g39db BMHImboAmo boy3joeol MH 639%] APDbLOQmpdsmobs oy Ib- 
ID7GAMOL JAMIEEgdob Hoemmabyd-4H gvwsbsGomdsboro6. 

393,38MSE, DqgQ30d~os, 3037CraLbIMM, Gd La3j7eob ab gM30C~0 B9HIMbosdo — ob939, 
43003 Ig~mmeasdo — ImdMsmdab, sbeob CsdZ30EM 0b JobGHsy39d59. cs sdob Csbih\Ho 
LHmMMQ@ Jobo gs6aMdeds-Doyegbgd00. Lgzj6es, gloss IgemMeos bsi030do, 94M33960_bod-yer- 
Hs6-4Ho_Ig~mmeos. 

‘Aggergb7o{mO L375 Ed, LobergseEme, BGHIMboAMO LaZybeES Igoe wsdobsbosm9d9- 
Mos JOnx Aro boerb jGo Agbogob ,,qnbo34% d39%00 oe Qse~do~ (%9IR3M3b30, 1983: 20) — 
3398) 3306Hs 3G ETO, ,,AOaJrMETG~ (sHsyod30~mob gGdobao). IsbQ~mob’ MJdom, ,,d-jMEMb%}5 
LSIGSMZSAEVO BR0MHo Ed 3306Gs Jdbob LoMobbrdGHagzs@ Hsdmysmmoadgdqje o6gM3Z0~ Coe b9- 
Zp0msb (3/2 : 4/3 = 9/8)... bsdo daq@obas6 GFomdrJdboero ~jRMGQEO (Asgsmomse — (~s-Hg- 
do), MMdq~ GZ JZ9@S 0395 BQS 339M7dL B306Goms Ed 339MM BsdmMhgds, 9339 IoGder- 


S38 ASdergscrad7dyero HsgobOIg8@0 Aq_bogse~oyGo g~madIgbGoabs LobzMqGywo qhomdalb Gosedo~ 
(Ma3emp, 1991: 30-31). 

SdSLOS6, 339M 833068 53MMEO LsabH MAb ws OMdmosbo DIMGydss ,,g3OsEmpd0b ‘Aq7bsH- 
Aybgd0b y39~msbQq dsHa30 bBIMbobS — Qmbobs* ES ,,2Hdbmdom0 IA8qQMoob MMasbobs(300b* 
JOn-Jgan0 ,,daGamse0 3HabR3o30bs° — ,,gmbGSsbGobs* (CommuMH, 1980: 58-56). 304390 
S36ob 93m6-4H BqbJ08dos gsdeobssjero, bm I7MMH] — 5,338Bd-33068 70% bo3~j6cesdo. 

Hoos Ibgs3Zbo Ed 336663939dyer0 gnbo34H Iqjbo39d0 sbymo gsddqmbIMZs60 yrogMs~oerds 
Uagqbeoobs es qbolbbobs? gb 7396sb369er073 Coebs6L aMdgemreqds. 0f693, qbobmrbob worebs6ls 
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393d} 7d8 sbym0 43Z7dq3b7q@O 96 Isbsd@] SML9djero Cobebsbbob gses~msbgob IGg~gemdss? 

Lobergseme, bord 9H dagzgon0ngdb gvddq~ d39Msby Iqbo3Z0b sEdmhgbsdeEg, sesdosbab 93-- 
CO-A300b 8037 139396 9d%9? 30MZ7~MIE0 gsdd-j~mo 339M960 — Iybo3ob dogds, daq%0b dog- 
d9. 80M37eMIE0 ByLo3Z9 JsHMs73 Hoderyserodgdqemo Ed 39%3Z3Z773~r0 gMdmomdolb I4erby 3,90, 
4H MdagJ80, MHrdmob yofboMgdob ~7sM0(3 seEsdosbb goshbos. skamse 39% hoomgegds, 
IdZdMONIO, 33,9M7d0, MmdIG@mos 3rddabsyos AoGgd0b geoynmaqjeol Jabob. 

GsdF-7bsGeo, deobb767s9do 9H g304gb LoyssmHo gdb], Oy Hols bodbsgb Aqqerg69d-yeo ba 3-6- 
Ld 09380 boerbjhHo Dq*DLOAmpempabsngob. Hoge 9d bygqbweols 0968)093038(308(3, qnbera3~Mqddo 
3903397300 Lodbgemg7b GFoMdmseEg76b. sdsbosb, AWGbOjmpmob sob-ybo 3d jomb30%9 orbes(3 boy- 
SOab Gob ~973Mer 398398)3HO ofOogdm—mos, 30EM] CPEQb. OWI, GbsEas, 39% 337qCr70 bqds6G034Mo 
Aq7Qobpd0b smdebhqbse Ibaszbo G730mb35 9% joes ImobbLosb ermal drobgboes6. 


ag7ybeob Agqyrm3z6gd0 — EHmoab A_BgM]Qds 

ILoQGmoam L6gseobb39 gqjemmqjmsdo sOb7dsodsb GGFI76s, Ed ,,dgbsdemgdgmos bsdgsmerb- 
J79E29 LAMALS E89 HM36b39E96GJera QOMMmdab (mg034OsE g9Esj~Msbs30 beE3Hob g0esd0- 
JOS, 939086474 3,8der(3000988O IjeEdAZMdOb3 Cs JZoEVMQbLO Gqsemdab qderfs6s* (Ops0B, 
1992: 66). 33 EGMb’ sJ&jsemq{Go beEgds 9.4. 89M Qg8HqQree7Wo EGo~* (OpmoB, 1972: 367), 
HAQOSo0A Gob’ L-ydog4Ho CHM. gb A_7R_9MEQd0NMdS L63.E5b639 MsgqObonss JodsHorj~o 
ebdagqhq{%o Jamboersobsedo (OpnoB, 1972: 474). 


Kergsose, Lodsemoal A Eygergermo bd-mgZ869d9  _IdHsmdsdo gsbrg|ymo wHMmal g3qc~ro- 
Hq 039902 asderbsGeqb09. ba~mer Bqymgzb69djero yogMseEmdob by376e0, Oy dob Isham 
LAoHo39G0 IA7ErMmeEdob Lobo 39308%6MH}IOH, L534H9H CHM yMMMEabyssbyo(3 g3zmogobedb. 
39 99dMbZ539d0, LAsG0374H0 JQmmeEds ,,dzA{MZS QMO IQ~mmeEdss, 9MI38%0_ ,,bod-jemsb-jHo 
IQ~meds*. 

85HMS(3, bd 9H shal LAgAbeE Mo Aggerg6gb0 gb3s30%dolb — EHmabgs6 39439304 goo- 
JOm0 bsbg? GMgMG3 MHC~mgZ0 smbodbs3b, sbamo Igbogolb AmbIFbaLsL A396 a3o30F y~mgds Mg- 
SLONMD EME CS 8E30]Z9IO JMMZ30M Aggergbqdqje~ yrbRog\MosGoob — LAM AJ QHoM|dQer 
GOLGI’ C3 8H SdMMHIxz{O 40393 6R0b sels (OpmoB, 1992: 49). 


LHoHo3960 IGs3o0erbIosbrds 

Agger 676-4 LayZJOES KogoqMo 3-7erGjMsdo odeE96se 06093690—9Mg396 _ 3d3m%a(30740 IQ- 
Jobobdb FoMdmsea76b, Ged, 3230JMmd, (390739 Vows gobobo~mpdmeEgl 39dd8-jem0, Agger3bgd-q~mo 
GFd-gs69d0b AMsZ9e—bdosEmdob Bods — bGs8o34M0 IMs39~mbIosbed9, Medg~m IO, 39666353980m 
JmGeo7mobsg36, bob 4mb-yer0b93,96, IgemMEONMHO 3MHSbS 9% 0300d9d5. 030 86 afog9dm~@s oJ8y- 
SONMO, IHG 445d6IM3Z369d9d%] GS grbbrbs6b9d% 7 Ged ager’ avaMdge~mpdjero (Jogs~monse, 
Las6qHo Agqyerg6qd-4m@o 43d6der336989d0 3006-4 Lbod—|M7ddo derb3(33679Mdq6 94939 Bgyergbgd-qje~o 
3398) 3306 5)s 3M E986). 

ZO HOH jer IHog{.mbdosbedol HoJhQModo, boes(3 Ig~mmeweojho gsb6gansMgd0b ‘Bader- 
J8gegd0m0 36067308980 doGmbodb, b6I7Adb BrGob 3-76JQambser-4Ha oba(3088)039 Hoecmmolbydy- 
MsO5d gSbsGorgdjemo, LG oho3340 IHs3oe~bdovsb HvJGqMsdo Zo bIZdLb BrGob 3-964 30mbser~y- 
Ho 0603008)038 Ms6sdMse@ bsGomemgds. 

330 JOM, BsymaRagMas 34a39M0 LAsGo37G0 IMs30ebdosherdob wofyere~mgds, dobsesg,9d9 
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Im@s~jM Lobsadobosb, Mmd7~MIG(73 9439640 d3q%sMM0gQbQ9, 96939 — 789% 3jb9b9, MQM 
SHAY] E85 8H — Hobsmobby, GMgZMH3 — Iymozseb]. Li sh0374 IGs3oe~bdosbrdsdo 3,9- 
G83 IMMobmbHser-qHo 39300M97d0, Js JrHob — doboeE-j7emeds, I6M~mmeE odwo7bswoss ofi7y- 
SMO, MSdE969E8(3 79339 LOISJGIE-VHO FEI. IImQ%0 bdIrZ96q00. 


0535b3360M, md ba3j6es gmbo34 Iqjbo30d0, 37%dre@ 30 — Dobo y39~Msb] Jzs930- g9- 
dergm 96s — Dggegbgd-qjmo ba3j7es, MMO Bobseomdob, mH Lobsgdob, mHo ssMse0gdob, mo 
LsdgsMerl CosegdGogqjMo MsbsdymaAmdss. sdsbosb, 030 LAshogq6o0 Agqe~mmecab gsdeorbsG-y- 
73S, JOMBZ9MHO_ ImdMH930 IMIS, MOMI73_ HMI6L39E96GJero EHMOb bob Jdbob. ofo9d 
LHe sdoGeod (jba~Mesgms6 3mdy6038(300b dob6om) dodsHI376 dsb BIOMsE Gse@yqqero 
Bse@bg7d0, 76973 4386980, MsZ0386E 3odb-jM bod—_M]ddo (Lob yAM bodegMsdo Ibas3b0 bIo3s- 
696940 a3b63eqd0 gag8bsdTdo, Hoo36do, hodg8)do, cshgoedo, wmohgsdo, Ig~msbybosdo, deobb6oo- 
89M 3Mgm3068do, SqjmasMQmdo ws ».9.). 
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TAMAZ GABISONIA 
(GEORGIA) 


DIALECTICS OF SECOND IN ETHNIC MUSIC: 
STATICS AND DYNAMICS 


The presented topic aroused my interest when I was listening to the delayed second sounding 
in a Vietnamese labour song, which gave me a wonderful feeling of the energy accumulation and its 
intensive use at the same time. I wished to have a closer look at the issue of different meanings of the 
second in ethnic music and study the problem as to what is the mechanism that conditions the dialecti- 
cal nature of this interval, located at the intersection of the vertical and horizontal. 

As Masel notes (Masel, 1991: 30-31), “The major second plays an essencial role in many modes 
of the sound sequence, as an interval between the neighbouring sounds according to their pitch, thus, 
in principle, the general character of the possible ways of mode formation become clear however 
peculiar these ways may be under different conditions with different peoples”. And, really, on the one 
hand the second is the basis of the melody, and on the other — of a kind of harmonic alternative. In 
both cases in music the second is the simplest and primary source of the movement, initiative and en- 
ergy. As Alexeev suggests, the alternate intoning of two neighbouring sounds is the most elementary 
and widespread form of speech melodizing (Alexeev, 1986: 102). 

I'd like to focus on the multipart vocal tradition in order to study the phenomenon as a substan- 
tive organ, a product of human voice (Orlov, 1972: 381). Apart from that, in polyphony, where each 
individual is responsible for one part (just in vocal surroundings), on every level voice-leading is 
carried out with uninterrupted artistic attention and it can be said that it is functionally continuous, 
in contrast with multi-part singing, where at least two-part voice leading is performed by one singer 
with undulatory distribution of attention or discreetly. It is the functional independence of each voice 
that I am interested in. 

The second interval is considered so important in ethnomusicology that the term ,,secondal po- 
lyphony“ it quite well known in ethnmusicology (Messner, 2010) . 

In the present paper I am going to deal with the second, most frequently used in folk diatonics, 
which more readily corresponds to the major second of the European academic mode, than to the 
minor second (it is evident that when speaking about the major second I mean its relative size, zone 
nature). It is corroborated by the large-scale presence of anhemitonal modes. It is the whole-tonic 
second that pentatonics as the most widespread system in the ethnic world in general, knows. 

Dispite the fact that so called schwebungsdiaphony (or rough diaphony, Messner, 2008: 322- 
328) is predominatnty characterized by a neutral second between major and minor seconds, as par- 
ticularly rough dissonance, holding the attention on the second coordination for certain time by per- 
former and listener in folk music, is largely manifested in major second. 

Of course, I focus on harmonic and not melodic second in the polyphonic surroundings — keep- 
ing with the topic of the symposium. But I consider it less problematic to discuss the phenomenon of 
the second in the layer accompanying homophony, where clear-cut functionalism of a second is lost in 
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conflict-free sonority. The second is more polysemantic under the conditions of functional polyphony. 

Even under the condition of heterophony, which, as IJ think, is closer to contrasting polyphony 
by its functional content than to monophony that even as only its dotted offshoot creates the initial 
sense of the functional contrast. 


Second — Consonance and Dissonance 

A second is ambivalent, in fact, from harm,onic viewpoint it is a dissonance, but a consonance 
from melodic viewpoint. Why should only dissonant vertical co-ordinate be attributed to it? 

During my school years, when intervals were explained to us the mediant was played softly, as 
a consonance, but when showing the second, they beat the keys mercilessly. Does any of you have 
similar recollections? 

Definitely, the second has an objective task to sound “uncomfortably” to some extent, which is 
less adjusted to a clear perception, almost always needing an eurystic approach (Medushevsky, 1976: 
119). The main objective cause of such a discomfort is the factor of acoustic pulsation (a second, as 
an acoustic dissonance) (Sokhor, 1986: 40-41). 

And, in fact, a second is a complex mathematical equation, this is why it is considered as a dis- 
sonance. According to such logic, complex equation evokes uncomfortable feelings. But in music 
and in art in general, being guided only by the category of comfort will never go beyond the phonic 
design. That is why the term “dissonance” is consistently getting devoid of its aesthetic content in the 
course of time. 

If evaluated objectively, in different musical-mental paradigms the dissonant sounding, taken 
separately, must be perceived adequately, but due to the phenomenological and semiotic conditioning 
it is charged with different content and hence the accents are manifested according to their location in 
the sign system (“Consonance” and “Dissonance’”). 

The phenomenological aspect of the second is more different in folk music than in European 
music; in the former Schonberg’s law of common musical space, where there is somewhat priority al- 
location (Orlov, 1972: 385) it is fully revealed. It may be due to this fact that in non-correlative ethnic 
music the delayed sounding of “consonant” or “dissonant” sounding occurs. 

In spite of that, even today a second sometimes is perceived as “modal dissonance,” as an un- 
steady element (Sokhor, 1986: 42). But when in a different musical paradigm, it is not considered as 
an unsteady interval a priori, it gets rid of the tag of modal dissonance. For instance, Sokhor believes, 
that in Georgian three-part singing second plays the role of consonance (Sokhor, 1986: 47). 


Harmonic Second — Melodic Perception 

Based on his theory of “contagious heterophony”, Steven Brown noted that harmonic entity 
must be understood in its entirety, not as the analytical sum of components, although “harmony is 
derived from (or primarily vocal) a basic melodic system...” (Brown, 2003: 67). 

As Orlov puts it “Harmonic interval is an instantaneous object only in the moment of emotional 
perception: the exact evaluation of its size, including muscular activity, is an alternation of activities” 
(Orlov, 1992: 274). Apart from phonic and sonorous effect the interval, separated from the context of 
harmonic sequence (in ethnic music the functional context of harmonic sequence is less significant), 
is again perceived through melodic connections (Sokhor, 1986: 39). Therefore, apart from phonal, 
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phenomenological perception, we perceive the interval and the chord with an undulatory attention 
towards separate tones. This is also clear when listening to the second sounding by introspection 
method. 

It is noteworthy that the melodic and harmonic second can grow into each other by inserting or 
stopping one of the sounds thus making the line of distinction between them more vague. 


Functional Character of a Second 

In the major-minor tonic system both sounds are always of a diametrically opposite status. 
Therefore, one sound of the second cannot be solved in the other, unlike the folk mode, where such 
solution is quite acceptable. In the tonic system the second is bifunctional, but in the mode close to the 
ethnic systems (accordingly in the pentatonic one as well) it is charged with rare and weak attraction 
of determinism. 

There is one thing that unites the functional aspects of “classical” and “ethnic” second: in both 
cases it is “the generator” and “accumulator” of the charge of tension, but in the former its solution 
is indispensable, in the latter it is one of the possible solutions. “Non-solution” of the second in aca- 
demic music is an artistic method — catachrese (in musical rhetorics — an unsolved dissonance or the 
dissonance that has not been solved correctly), , in traditional music it is an organic stylistic means. 

It is interesting that in folk music, particularly in Georgian folk music, the process of a sort of 
overcoming the functional charge of the second in the course of time can be noticed. The older the 
musical layer is, the more contrasting it is functionally. Subsequently, due to the melodic develop- 
ment (and if folk music evolves, it develops in the melodic way) top voice takes up the functional 
initiative, as a contour voice (Nazaikinsky, 1972: 119), and the middle voice gives up its position, 
accordingly it finds itself under the influence of the top voice and adjusts itself parallel to its “orbit” 
(mainly by a third). This parallelism “levels out” the seconds to some extent. Such is the case in urban 
music (Georgian, also with many European peoples). 


The Possible Bases of the Delayed Second 

Maybe due to the fact that in ethnic music second is not considered as an unstable element to be 
solved, here it is often represented by delayed sounding. 

The fact itself that in traditional music major second is “delayed” in most cases, indicates that 
it is based on the mode, whose grades form melodious links with one another and are equal in right. 
As it has been said above the ethnic delayed second has an effect of concentrating energy, but maybe, 
alongside with the effect it can be viewed as an intention (even subconscious)? 

Anyway, it is evident that the delayed second is characterized by an obvious communicative 
feature aspiring it to delay —causing emotional and semantic reaction (Medushevsky, 1976: 37). 

But the delay of second may also be conditioned by some other subconscious or meaningful 
motifs: two consonant alternate tones as symbol of the interrelation between two worlds — visible and 
transcendental. It is noteworthy that in Svaneti delayed second is encountered in the hymn-type songs. 

In connection with the “sacred” character of a second, Sokhor’s following conjecture is also 
interesting and worth taking into consideration (Sokhor, 1986: 49). “After mastering the unison in 
labour practice, singing in major and minor second (inaccurate unison) may have been introduced into 
major rituals, as something unusual and festive (as such rituals meant an obligatory escape from the 
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everyday routine to such extent that even people’s usual appearance was unrecognizable). Proceeding 
from this a second became useful and pleasant”. 

According to Brown, in the state of vertical uintegration the aimed difference between the pitch- 
es is characteristic for the earliest stages of musical thinking, end is even present among animals 
(Brown, 2003: 71). 

According to Joseph Jordania’s hipothesis, vocal polyphony, based on secondal harmonies, was 
a crucial element for the defense and survival of our distant ancestors. It was developed by the forces 
of natural selection, and was a potent strategic weapon for our hominid ancestors. It transformed them 
into the altered state of consciousness, in a battle trance... this state of trance with a strong neuro- 
chemical basis created the basis for human social nature, human morality and feeling of religion“ 
(Jordania, 2012: 29). 

According to Jordania, the existing isolated islands of vocal polyphony based on seconds should 
be considered as the remnants of this ancient polyphony, however the scholar does not specify the 
presence of suspended seconds. 

The parallel of the delayed second with the phenomenon of perseveration may prove interesting. 
The latter is often formed as a reflection of the sound impression, which does not satisfy us and we 
subconsciously try to change it. Maybe those, who delay the second, also try to overcome the an- 
tagonism between these two sounds by emphasizing them (and sometimes by growing into unison)? 

The delayed second may be based on the agon — a kind of contest to retain the individuality of 
voices in a complex situation, or the struggle between two opposed tonic charges to gain functional 
initiative. 

It may also be considered that the delayed second is an especially acute expression of the folk 
performers’ intention of multipart music playing, where the performer has particular feeling of indi- 
viduality. 

It is obvious that in general a second is an “exotic” interval and even some phenomenological 
explanation could be found for it. 

But it is also possible to explain the demand for the delayed harmonic second by another reason: 
Maybe drawn-out consonance of the interval second, as of the basis of the melody, is the static image 
of the melody for the performers? Projection on the same plane? 

And truly, we may think that in the melody the effect of “erasing” the antagonist sound preced- 
ing the sound following the second, which causes the feeling of movement and introducing something 
new, is associated with the undulatory distribution of the performer’s or listener’s attention on the two 
sounds of the harmonic second. 

Therefore we may suggest that the second interval in harmony, as well as in the melody, aspires 
to moving, introducing novelty, and it is its prolongation and delay that corroborate it. The second is 
a melody in statics, a sort of simultaneous melody. 


The delayed and harmonic seconds, in general, are very characteristic of the “ethnic sound ideal” 
(Zemtovsky, 1983: 20) — fourth-fifth chord, “trichord” (Araqishvili’s term). As Masel writes, the 
fourth and the fifth based on the drone, create the qualitatively established interval major second (3/2: 
4/3 = 9/8)... The unit, created by three sounds (A, D, E), where the lower sound lags behind the upper 
sounds by the fifth and the fourth, is already the evidence of the established, original element in the 
midst of the syncretistic unity” (Masel, 1991: 30-31). 
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Apart from that the fourth fifth chord is an interesting and lucky fusion “of the simplest method 
of holding the attention — the background” and “one of the basic principles” — “contrast” of the “or- 
ganization of the sensuous matter’ (Golitzin, 1980: 58, 56). The former is expressed in the phonic 
function of the bass part, the latter in the “fourth-fifth” second. 

What is the difference and similarity between such drawn-out sounding of the second and unison 
in ethnic music? The latter also lasts for a long time. Maybe such a long continuation of unison is an 
attempt to overcome the subconscious dissonance? 

Unfortunately, in this paper I do not deal with the topic as to what the delayed second means 
for folk performers. Even the identification of this second per se among ethnophores presents certain 
difficulties. Besides, a performer’s answer to this question even a century ago may have been more 
adequate than at present. Though, it is evident that this question should not be removed from the 
agenda in order to discover definite semantic evaluation. 


Delaying the Second — Stopping Time 

In different cultures of the word there is a belief that “it is possible to step over the logically 
insurmountable border between the time of the universe and the transcendental timelessness, to intro- 
duce eternity and extreme reality into human experience” (Orlov, 1992: 66). In this case the so-called 
“perceptual time” becomes topical (Mostepanenko in Orlov’s, 1972: 367), the recipient’s subjective 
time. This relativity is directed towards the objective chronotope at different angles (Orlov, 1972: 
474). 

In general the sounding, without the pitch change, is the most prominent expression of the time 
waning within immobility. The second of the delayed sounding, if we really look at it as a static 
melody, offers its own time co-ordinate. In this case the static melody is “the stopped melody.” 

And indeed, could the second delay be one of the aspects of escapism — fleeing from time? As 
Orlov notes when listening to such music we forget real time and perceive a kind of delayed configu- 
ration — a crystal and not flame (Orlov, 1992: 49). 

In delayed second Mamardashvili’s Punctum Cartesianum, “permanent lightning,” the same as 
“the absolute time intensity” can be felt, also Bernstein’s “simultaneous aspect devoid of “time co- 
ordinate, “simultaneous melody” is another dialectical characteristic feature of the delayed second in 
the form of the time — timelessness. 


Static Polyphony 

In some cultures delayed second is such an important mechanism that, I think, the type of the 
drawn-out, delayed sounding — static polyphony should be studied separately, for in it, in contrast 
with the chord, a synchronous type, a melodic phrase is not put together. It would not be topical if it 
were drawn out only on the consonances (e.g. the Svan delayed triads in hymn songs alternate with 
the also delayed fourth fifth chords). 

In the contrasting polyphonic texture, where the creative principles of melodic development are 
dominant, the functional initiative among the voices is distributed like waves, in the texture of static 
polyphony the functional initiative among the voices is distributed equally. 

I think it is effective to adjust and compare such static polyphony with the modal system, where 
the emphasis is laid on musical tunes, also on the repercussion as the present and not the finale, as 
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the future. In static polyphony the horizontal links of the sounds, the attraction among them, is as 
much topical as the vibrant sounding becomes less urgent — when compared with the | of the received 
information. 

In conclusion I should say that the second, its most prominent manifestation in particular, is the 
dialectical co-existence of two tones, two systems, two paradigms, two worlds. Herewith, it is an ex- 
pression of the static melody, a sort of mobile immobility, by means of which it creates the image of 
transcendental time. Perhaps because of this (in order to communicate with the invisible) it is used by 
separate peoples, the Svans among them, in their hymn-type songs (in folk songs similar consonances 
are encountered in Vietnam, Taiwan, Tibet, Latvia, Lithuania, Melanesia, Bosnia-Herzegovina, Bul- 
garia, etc). 
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Voices of the World: An Anthology of Vocal Expression. 

An Anthology of Vocal Exspression. 

Collection du Centre National de la Recherche Scientifique et du Musée de l’Homme. France. 1996. 
CD I N34. Solomon Islands, Guadalcanal: Women’s song, rope repertoire. 

CD IL Ne20. Papua New Guinea [Iatmul]: Voices of the mai spirits. 

CD IIL Ne7. Indonesia, Sulawesi [Toraja]: Men’s chorus, manimbon. 


CD Ill Nel5. Macedonia: Rain-making song, dodole. 


CD Il Ne20. Georgia, Svaneti: Male funerary chorus, zar. 


CD II Ne25. Albania [Lab]: Male corus, himarioce. 
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STRUCTURE OF AUTHENTICITY OF POLYPHONY AND 
MUSICAL PRACTICES IN GEORGIA 


Today, Georgian polyphonic singing with its regional variations is globally known, and I include 
myself among the many persons who are fascinated with its unique musical qualities. Such singing, 
which has survived many foreign invasions, including those of the Arabs, Mongolians, Turks, Per- 
sians, and Russian-Soviets, has been employed to ensure the historical continuity of Georgian music. 
I am particularly interested in the fixity of this message, which is attractive to international music fans. 
In this paper, I consider the creation of an “authentic Georgian musical image” based on well-known 
musicological research of the latter nineteenth and twentieth centuries. 

Although, the review of past musicological research is carried out by competent scholars - N. 
Tsitsishvili (Tsitsishvili, 2010: 89-130), R. Tsurtsumia (Tsurtsumia, 2005) and J. Jordania (Jordania, 
2010), I’d like to consider the past of Georgian musicology from my perspective. Furthermore, by 
focusing on the musical practices of the Georgian people today, I show that the authentic features 
of Georgian music, such as “polyphony”, “regionality”, and “ancient origin”, which emerged in the 
imperial and Soviet period, are still operative. 


Discovery of Polyphony and Musical Dialects in the Imperial Period 

While under Russian rule in the nineteenth century, Georgian intellectuals started to seek “Geor- 
gianness”. Local poets of the 1860s, such as A. Orbeliani and D. Machabeli, criticized Persian musi- 
cal influence, which entered eastern Georgia in the sixteenth century, and claimed that the Simghera 
(secular song), Galoba (sacred song), and Ghighini (a kind of secular song ) of western Georgia, passed 
down by the three voices of Tkma (main part), Modzakhili (second part), and Bani (bass), were the na- 
tion’s legitimate cultural heritage (Orbeliani, 1860: 141-160; Machabeli, 1864: 49-73). It is interesting 
to note that these Georgian terms, which refer to secular and sacred songs, suggest that the intellectuals 
of this time did not observe these elements from a Western musical viewpoint, such as “polyphony”. 

Three decades later, when composer-musicologists such as M. Balanchivadze and D. Araq- 
ishvili - who studied Western music in St. Petersburg and Moscow, appeared, these elements were 
regarded from a contemporary musical viewpoint. 

Research on folk songs by Georgian musicologists began as a form of resistance to the frame- 
work of Russian musical knowledge. The composer M. Ippolitov-Ivanov, who worked at the Music 
College of Tiflis and who collected several Georgian folk songs, considered that most Georgian songs 
were influenced by Persian-Arabian melodies. As he pointed out, in the cities of Eastern Georgia in 
the nineteenth century, the orchestras called Sazandari played “oriental” instruments, such as the Tar, 
with augmented second and melisma (Ippolitov-Ivanov, 1895: 137-38). His orchestral suite Cauca- 
sian Sketches (1894) suggests that he had an exotic image of Georgian culture, as did A. Pushkin and 
M. Lermontov. We can also see an exotic Georgian image during the imperial period in the ballet 
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music of Tchaikovsky’s Nutcracker, in which the melody of the Georgian folk song Javnana is used 
for the “Arabian dance”. 

In comparison, Georgian composer M. Balanchivadze, who studied at the St. Petersburg Conser- 
vatoire, opposed the Russian musicological notion that “Georgian music is Persian-Arabian music”, 
which appeared in the musicological research and musical compositions of Russians, and asserted in 
a newspaper article that true Georgian music has a chorus form (Balanchivadze, 1899: 333-34). More- 
over, in this article, he referenced the musical character of each dialect - such as Guria, Samegrelo, 
Kartli-Kakheti, Svaneti, Pshavi, and Khevsureti - and argued that Georgian musical culture is marked 
by regionality (Balanchivadze, 1899: 331). Balanchivadze also proclaimed the value of folk material 
in the composition of art music; nevertheless, he did not extensively study folk music. 

However, his contemporary D. Araqishvili, who was a member of the Music-Ethnographic 
Committee of Moscow University, took up the folk songs of Eastern and Western Georgia in musical 
notation and analyzed them. In his early research, published in 1905, Araqishvili criticized the general 
Russian disregard for Georgian local diversity. By 1916, he had completed fieldwork on and analyzed 
the folk songs of the Kartli-Kakheti, Guria, Samegrelo, Imereti, Rach’a, Khevsureti, Pshavi, Tusheti, 
Khevi, and Mtiuletian dialect; his scholarly efforts clarified the diversity of Georgian music and clas- 
sified the structural differences of the “peasant” polyphonic singing of Eastern and Western Georgia. 


Seeking the Origin of Polyphony in the Soviet Period 

The Georgian musical image of “polyphony with regionality” of the imperial period was taken 
over by the Soviet musicologists Grigol Chkhikvadze, Shalva Aslanishvili, and others, and further 
classified by expeditions of the Tbilisi State Conservatoire. Soviet researchers established the au- 
thentic historical role of polyphony in Georgian national culture. As a response to the expansion of 
Nazism in the 1930s, historical and cultural research sought to demonstrate the historical continuity 
of each Soviet republic from ancient times. 

The shepherd’s flute Salamuri of the Mtskheta and the silver cup of the Trialeti, discovered in 
archaeological excavations in Georgia in the 1930s and 1940s, became the material evidence for the 
autochthonous existence of Georgian music from ancient times. Georgian musical history from the 
ancient times is described by the musicologist Chkhikvadze (Chkhikvadze, 1948, 1957: 7-20), includ- 
ing how the narrative of polyphony, which has been survived foreign aggression, was fixed. By using 
the historical, folkloristic and linguistic materials, Chkhikvadze and Aslanishvili founded the archaic 
form of Georgian culture in the ritual songs, such as healing songs, laments and others. Aslanishvili 
insisted on the importance of “invariant features” in folk songs (Chkhikvadze, 1957: 90-163), and 
his opinion had a significant impact on later musicological research of Georgia. Although Georgian 
scholars of Soviet time insisted on the archaic origin of polyphony, such as Chkhikvadze (Chkh- 
ikvadze, 1957: 28-30, 1964: 4), Aslanishvili (Aslanishvili, 1954: 32-33), and Ivane Javakhishvili 
(1938: 340-41), advocated theories of polyphonic development, such as monophony to polyphony, 
and their viewpoints established the highly developmental character of three-part polyphonic singing. 

Furthermore, in the Soviet period, interesting comparative musicological research was conducted 
by Vazha Gvakharia (Gvakharia, 1963: 281-290), Manana Shilakadze (Shilakadze, 1981: 174-181) 
and Nino Maisuradze (Maisuradze, 1983) on the Georgian and North Caucasian people, such as the 
Abkhazia, Ocetia, Adygea, Karachaevo-Cherkessia, Kabardino-Balkaria, Chechen, Ingushetia, and 
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Dagestan. Such research is difficult to conduct today because of political problems. Under the influence 
of A. Chikobava’s theory of an “Iberian-Caucasian languages”, the Soviet musicologists discovered 
similarities between the Georgian and North Caucasian peoples, such as their patterns such as their 
harmonic progressions, polyphonic structures, and musical instruments. Starting from the nineteenth 
century and continuing to the present time, the “national narrative of polyphony”, which demonstrates 
the authentic musical culture of Georgians, has been constructed through the aforementioned studies. 


Musical practices in the Post-Soviet period 

The image of the “authentic polyphony” is used in the cultural policy of the country of the re- 
cently independent Georgia to emphasize national cultural identity. In post-Soviet period, the revivals 
of the Orthodox Religion and the sacred polyphonic singing of galoba also intensified the national 
identity of polyphony among the Georgian people. 

From the Soviet period until today, the cultural model of “polyphonic music in each dialect” is 
employed by the State Folklore Center of Georgia, an organization of the state’s Ministry of Culture. 
In some local cultural centers, folk music is practiced on the basis of the directions of the central 
Folklore Center. 

In the regional cultural centers of Kakheti, Samegrelo, Svaneti, and Achara, which I visited, 
ritual songs with perkhuli round dances and collective labor songs with antiphon were performed 
based on the instructions of the State Folklore Center. Using past musicological data and recordings, 
the center seeks to preserve authentic performances. 

Local examples are performed at national contests, organized by the State Folklore Center when 
regional performers present authentic performance style. Under the pressure of cultural globaliza- 
tion, the cultural policy of Georgia seeks to conserve authentic folk polyphony. This is why local 
ensembles perform the polyphonic examples with dialectal peculiarities of their regions studied by 
professional singers from old recordings. 

However, the appeal of the musical originality of the regions and the sub-ethnic groups does 
not rest only on polyphonic singing and old “authentic” songs. Garmoni - a small Russian-type ac- 
cordion, has been used by the Tushetian and Kist women of the East Georgian Mountains as an ac- 
companiment of single-part songs since its introduction from the North in the 19" century. It seems 
that the newly instrumental genre expresses the regional or “Pan-Caucasian” culture which is mainly 
performed by women from East Georgian Mountain regions, also means a “counter” or “alternative” 
culture opposed to authentic male polyphonic singing of lowland regions. 

I do not support the idea that the polyphony is linked to the national identity of the whole Geor- 
gian nation. Actually, the regions where polyphonic singing has traditionally prospered are basically 
in the western part and the eastern lowland regions of the country. 

As N. Tsitsishvili points out, from the 19" century, the Georgians related their national identity 
to polyphony but hybrid Middle Eastern elements, like East Georgian town songs, were not included 
into the folk festivals, Olympiads, television programs and other media of Soviet Georgia, which con- 
tributed to the development of Georgian polyphonic choral music (Tsitsishvili, 2010: 286). 

The Folk process still continues in Georgia, in my opinion, it develops more naturally in East 
Georgian mountains, where contemporary folk songs are being composed by local poets and music 
lovers. But as the official cultural policy supports safeguarding of traditional polyphony the examples 
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created by the ancestors are returned to lowland regions by the professionals from the cities. 

In Georgia, which has faced threats from Russia since the 19" century until today, the state cul- 
tural policy leans toward monoculturalism in order to confirm national unity; there is no other choice. 

Through the efforts of the many musicologists devoted to investigating the origin of polyphony 
and its development from the imperial period, Georgian polyphony acquired global fame and was 
acknowledged as “a Masterpiece and Intangible Cultural Heritage of the Humanity” by UNESCO 
(2001); this recognition is a great achievement. 

However, most Georgian scientists tend to be extreme: they idealize “pure peasant origin” of 
Georgian musical culture and claim that it has survived from the ancient times and consider it as an 
expression of national identity. Correspondingly, they paid more attention to male polyphony, did 
not research the lesser studied female folklore and the dynamics of changeability of folk music and 
contemporary folk processes were not at all studied either. 

Hopefully, they will link their further research with socio-cultural context of folk music, which 
will provoke more interest to Georgian music. 
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SU WEI & WANG OI 
(CHINA) 


THE QIANG’S TRADITIONAL POLYPHONY FROM CHINA 


In our paper we will introduce Qiang’s traditional polyphony music from China. We will also 
mention Aba Tibetan and Almai (or Aremai) Tibetan groups which live very close to the Qiang 
peoples. The following topics will be discussed: 

I. Brief description of the Qiang people 

The history of migration; Modern culture of the Qiang; the Qiang music 

II. Qiang traditional polyphonic music 

Basic information; types of songs; singers and the transmission; characteristics of the distribu- 
tion; hypothesis of its origin 

III. Protection for the Polyphonic Folk Songs of the Qiang 

Current situation; natural environment for the preservation; support measures, different strate- 
gies for the revival of polyphonic tradition, etc. 


I. Brief description of the Qiang people 

The Qiang people, one of the 55 minorities in China, mainly live in the plateau and mountains of 
Sichuan province in Southwest China. Their population is about 200,000. They have a long history of 
migration, and they have been passing their history and culture orally, without written tradition. They 
still have the ancient religious beliefs, independent of major world religions. 

1. The history of migration 

Information about the Qiang history is provided in the early documents of Chinese civilization, 
about 3000 years ago. The word Qiang first appeared in the early writing system, the so-called “oracle 
bone inscriptions”. In the long process of national unification of China the Qiang people greatly con- 
tributed to the development of China. This opinion is shared by many Chinese historians. 

In western part of China there is a great mountain range, known as the Kunlun Mountains. This 
range is the Northern border of the Tibetan plateau, known as the “roof of the world”. It is as famous 
as Yellow River (Huang He). The same way as the Yellow River, the Kunlun Mountains stretch 
halfway across China from West to East. So it became a bridge transporting the cultural traditions 
from the West to the East during the thousands of the years. Chinese people deeply revere Kunlun 
Mountain range as the cradle of Chinese culture. 

Around 3000 BC, Yan and Huang tribes emerged in the region of the Kunlun Mountain range 
and Yellow River. Due to these two tribes, the Chinese are called “the descendant of Yan-Huang”. The 
family name of people in Yan tribe is Jiang (22). As Chinese is hieroglyphic language this word - Jiang 
(22) shares the same pronunciation of Qiang (3é) and the two words are derived from the same word. 

Qiang was often referred to Western nomadic people in central plain tribes and had more than 
100 branches. The Han nationality, Tibetan nationality, the Naxi nationality, the Yi nationality and 
the other 20 nationalities have originated in this archaic nationality, so in the academic circles the 
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Qiang people are often considered as the mother nationality of China. 

According to the 2005 statistics the Qiang population was about 326500, but almost 10% of the 
population was killed by the catastrophic earthquake on 12 May, 2008. 

The Qiang experienced several migrations known as eastward movement of Western Qiang 
people. Migrations took place towards other directions as well. For instance, there was a nationality 
called Tujue (Turk) who lived in that area, belonging to the Qiang (or a branch of the Qiang). Some 
historians have proposed that Tujue (Turk) moved toward west, climbed over the Caucasus Moun- 
tains and reached contemporary Turkey on the Black Sea coast. Historians also suppose that the pro- 
nunciations of Tujue, Turk and Turkey are linguistically close. Today the Qiang people mostly live in 
Aba Tibetan and Qiang Autonomous Prefecture, Sichuan Province and other Mian yang Qiang Au- 
tonomous County. Geographically speaking, this region is the beginning of Kunlun mountain range 
and the end of Bayan Har Mountain range. 

2. Modern culture of the Qiang 

In order to obtain more territories, the Qiang people had many wars with the neighbors. Due to 
this, no writing system was formed during the long history of the Qiang. That makes the study of the 
Qiang history particularly challenging for scholars. 

The Qiang people live in the mountains about 2000 meters above sea level. A group of buildings, 
known as “blockhouses” stand randomly close to the top of the mountain slopes. Those cone-shaped 
blockhouses are built from rock materials. It is dark inside of the houses as windows are small. The 
ground floor is for draught animals. People sit around the fireplace which has a stove under it on the 
first floor, and the top floor is a store room. 

Building the house on precipitous cliffs has the function of defense. In the past centuries, the 
blockhouse frustrated enemies, as their attack was always going steep uphill. 

Oral literature of the Qiang was mostly maintained by singing. The moral standard and the 
cultural heritage are also maintained by singing. Therefore the Qiang spoken language undertakes 
heavier responsibility than other nationalities who have written language; the Qiang singing is not for 
entertainment only, it is also an important means for spreading their traditional culture. Ordinarily, 
chanting sutras (literary compositions) is good to transmit and learn culture but the Qiang religious 
belief is connected to worshiping the nature. They do not go to temple, instead they fulfill their reli- 
gious rituals by singing. 

3. The Qiang music 

a) Musical instruments 

The Qiang instrumental music is very simple. There are only few instruments: Qiang flute, jaw 
harps and suona horn. Generally, instruments are rarely used. Qiang flute used to be made of animal’s 
humerus but now they are made of bamboo; there are five finger holes on the flute with narrow range. 
It’s rather a whistle for communication of a Shepherd with his herd, and it can also disperse gloomy 
mood. Now the Qiang flute has developed into a new type of instrument of two bamboo rows with 
many finger holes, and the instrument sounds like a bagpipe. Of percussions, the traditional sheepskin 
drum provides rhythm, and it is mostly used for rituals. 

Therefore vocal music - singing is the primary way to embody the Qiang musical traditions. 

b) Singing 

The first singing type is monophonic. Monophonic songs are of the following genres: 
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b. 1. Love songs 

Love songs could be divided into: praising songs, wooing songs, commitment songs, longing 
songs, vowing song, etc. Symbolic speech and regular parallelism are characteristic of love songs, 
each line ending with rhyming suffix . 

b. 2. Toasting songs 

These are the Qiang specific traditional songs usually performed at the wedding or birthday 
party or traditional festivals while drinking. The rhythms of toasting songs are often smooth with the 
narrow range of the melody. 

b. 3. New songs which appeared in the second half of the 20" century 

New songs are work songs, folk ballads and funeral songs. It should be noted that the melodies 
of these songs are traditional, but the lyrics are relatively new. 

c) Traditional polyphonic music of the Qiang 

Polyphonic songs with the history of over one thousand years only survives in very few tribes 
extremely isolated in the mountains. The song is always lead by lead singer, and each singer has his 
own fixed part. We must also note that polyphonic singing is no more widespread among the Qiang 
tribes. 

c. 1. Fundamental state 

People naturally perform polyphonic music of different genres in their traditional ancient ways. 
In accordance with the evolutionary order of Chinese music, those advanced musical traditions are 
barely possible to appear in the wild so here is an interesting question: whether those songs spread 
from court music in Qin and Han dynasties. If so, we have a chance to get the picture of the primordial 
form of the Chinese Classical Music. Though there are many cultural legacies particular attention 
should be paid to polyphonic singing which is a living culture with thousand-year traditions. 

It is important to know that our description also involves Tibetan music, as both the Qiang and 
Tibetan tribes live in the same area and have similar polyphony. But for the sake of convenience we 
will only refer to it as “Qiang polyphonic music”. 

The completeness of tune and lyric are beyond our understanding for it is not created by profes- 
sional musicians or modern local musicians but passed down by the previous generations, and also 
the songs are often without words. That’s why we have to consider how this phenomenon took place 
and the cultural and living environment of the Qiang nationality. That’s why we have to know cultural 
characteristics before knowing the nation. 

c. 2. Singing styles 

There are two main styles: Yan and Nisa 

Yan is the style for man when they drink. In Chinese mandarin, the pronunciation of Yan is 
similar to Yin (means drink) and Yan means just “drink” in Qiang language. In Qiang tribes, people 
certainly sing Yan when they drink so this word is endowed sacred feeling. These songs are soft and 
sentimental with intense emotions which recall the history and remember the ancestors. 

Another style is Nisa, and this singing style is presented by women. Those songs mainly tell the 
history of the Qiang and the lyrics depict natural scenery and the traditions. It is quite different from 
men’s song in its dispassionate, well edited and arranged form. Nisa praises the origin of the earth, 
great achievements of ancestors, distinction of herbs, experience of shepherds. It is estimated that 
Nisa contains more than 100 sorts just like the oral epic of the Qiang. Here is one example: 
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How many pillars are there in the world? There are four pillars in the world. 

What’s the name of the first one? Mount Jing Wang in Nan Ping. 

What’s the name of the second one? Mount Emei in Sichuan. 

What’s the name of the third one? Mount Chui in Jiang Yu. 

What’s the name of the fourth one? Mount Putuo in Shen Kang. 

It’s noting that the names of the places mentioned in these lyrics are always connected to the 
places where singers live, so the songs contain plenty of historical and geographical information. 

As narrative songs, each stanza has its own verse or chorus and there are no lyrics for the chorus, 
only nonsense syllables. The rhythm of those songs is usually quite strong and they remind military 
marches. The well-balanced musical structure of these songs is very rarely known in Chinese folk 
songs from other regions. 

The traditional manner of singing: generally speaking, singing is the collaboration of two sing- 
ers, who sing different parts. Alternation of these two parts is very natural thanks to the melodic 
structure of the songs. Well, the lyrics and tune are strictly prescriptive like the Prose of Song Dynasty 
(ruling dynasty in China between 960 and 1279), poetic form and metrics of Cipai (ancient Chinese 
poetic form). 


II. Other national styles of polyphony 

1. Polyphonic music of Nayi 

Tibetan tribes which live very close to the villages of the Qiang peoples, also have polyphonic 
songs, called Nayi. These are drinking songs and are performed by the people who sit around drinking 
wine. The way of singing is sometimes competitive as a singer can be mocked or punished if a singer 
made mistakes in singing his part or made mistakes in lyrics. The best singer who never makes mis- 
takes will be elected as the leader (“king”) singer. Nayi shows a whole set of normative lyrics without 
any impromptu singing, apparently passed down from ancestors by oral tradition. That is to say, Nayi 
was once developed into its current perfect form and then its pattern was traditionally preserved, so 
today no one in the tribes knows the process of the development of this singing form. 

The singing follows the rule: one singer (the lead singer) starts in high part and then others join 
in a chorus, or, alternatively, two singers perform a song in antiphon. 

2. The polyphonic music of Aremai 

Aremai people, who live about 30 kilometers from the Qiang tribes, officially belong to Tibet 
but have much similar with the Qiang culture, and possibly Aremai people’s culture is the best repre- 
sentative of the ancient Qiang culture. The thrilling polyphonic singing of men is called Nama which 
is wild with drastic rhythm just like “ghost crying” at first listening. 

Women’s singing among Aremai people is particularly interesting, as it has plenty of sharp 
sounds between the parts. The singing manner is very powerful and loud, and the songs often have no 
poetic words. The female ensemble Rema, representing their native traditional songs of the Aremai 
people, became very famous after being the winners of the youth singing festival in China. 


III. Protection of the Polyphonic Folk Songs of the Qiang 
In the second part of our paper dedicated to the Qiang I would like to discuss the problems of 
current situation and protection of their polyphonic songs. 


The Qiang’s Traditional Polyphony from China 199 


1. Current Situation of the Polyphonic Folk Songs of the Qiang 

Current Situation of the Polyphonic Folk Songs of the Qiang raises many academic con- 
cerns. Several years after coming to national prominence, the village singers are more and 
more frequently invited to join show business. This creates threat to the natural tranquil cus- 
tom of the singers of the polyphonic folk songs, but they still accept this reality within a short 
period. In the future, going to business shows may become a trend for these singers. 

The development of modern civilization rapidly changes traditional culture. To under- 
stand this effect, we must review how traditional societies face continuous changes of the 
environment. 

1. a. Natural Environment for the Preservation 

The best environment for the preservation of polyphonic folk songs is a natural state of life. 
Culture depends on the conditions of living environment, including the height above sea level, 
the way of their economics and many other factors, including the status of folk song tradition 
bearers. Interactions between the tribal village and the outer world are increasing. The so- 
called “tribal people” have to face the effect caused by the migrations of the past few years. 
Young people take part-time jobs outside the region in the season when they are free from 
agriculture works, and teenagers seek for the opportunities of better education in the cities. All 
of these factors change the traditional way of life which is gradually disappearing. 

Thanks to the acceleration of science and economy, the Chinese society is experiencing tremen- 
dous development. The long-lasting traditional environment is rapidly changing by the Internet, high- 
ways and booming tourism, so the villages where the Tibetan and Qiang polyphonic folk songs are 
sheltered are also changing. In these villages, people usually lived on the top of the mountains, 
and regardless of the sunrise or sunset, the first and the last rays of the sun would always be 
drawn by the villagers. Gradually, as the threat of military inter-tribal conflicts disappeared, 
some villagers moved to the foot of the mountain. The object of the ongoing social processes 
is to cut physical and social distances, therefore, the homogenization is inevitable. 

1.b. Leader of Folk Songs and Folk Singers in the Tribe 

Some of the senior leaders of folk songs stayed in the original villages, but this cannot help 
the aging and disappearance of traditions bearers. Some of them have died, for example, the 
Nisa, female leader of folk songs who lived in Aixi Village died at the age of 100, and there was 
not another Nisa singer to fill the gap. The leader of Qiang Table Songs is in his seventies now, 
his partner died several years ago, and his own son became his new partner, so the father and the son 
wan the title of “The King of the Qiang Toast Songs”. The Nayi, another female leader of folk songs 
in Red Soil Tibetan Village still sings every day although she is 90 years old now. On the other hand, 
singing traditions of the Aremai Tibetan people is still very strong, and every single group of sing- 
ers could possibly win a prize if they attend a singing competition outside the region. The leader of 
folk songs in the Aremai tribe is a relatively young woman. The leaders of folk songs must have both 
splendid voice and musical talent. 

Young folk singers may lose their singing traditions after they leave their villages, and get inter- 
ested in modern pop music. 

To help maintain the tradition, city theaters or the organizers of popular spots could include 
ethnic songs and dances in their musical programs. Traditional music is very seldom heard in the cit- 
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ies. Organizing polyphonic folk songs may bring more variety of styles to the organizers, and 
can generate some income and prestige to the singers. The successful singer would be invited 
to concerts, become participant of a movie or a TV production, may become a star of advertisement 
business. For example, in recent years, the family members of best folk songs of the Qiang had been 
invited as actors to different places, and of course, their income has improved. 

We think that the shows of polyphonic folk songs of the Qiang may keep them going for 
a certain period, but the state of the appearance of new leaders and experts of traditional 
polyphonic song is worsening. Possibly some time later those who will be interested to study 
these polyphonic songs, will have to study polyphonic folk songs of the Qiang only through 
archaeological excavations and historical sources... 

1. c. The Support Measures 

It is not easy to think of practical ways to support polyphonic traditions. First of all, it is a 
miracle that polyphonic folk songs still exist today. 

To deal with such a cultural heritage, the local government of all levels had to take 
measures to recognize, publicize and support polyphonic singing as an important element of 
culture. Sichuan Provincial government had put a lot of finances in the residential area of the 
Tibetan and Qiang people, in order to improve their traffic conditions, residential facilities 
and other infrastructures. Simultaneously, the government rebuilt the ethnic buildings and 
scenic spots, and held various cultural activities to resume the traditional ethnic culture after 
the 2008 earthquake. These are positive ways to protect traditional culture. 

Time and time again, the Qiang people accept the change brought by modernization. In 
the 1980" Sichuan Province summoned historians and linguists and initiated a cultural project 
in order to create a unified Qiang language and writing system on the basis of phonetics. This 
project has lasted for many years, and it has taken the phonetic test in the People’s University 
of China. Scholars are still working on this project. It is not enough to study a culture through 
academic studies. 

2. The Protection for the Polyphonic Folk Songs of Qiang 

Most of the existing polyphonic folk songs of Qiang existed in everyday tribal life; some of 
the songs were possibly initially introduced as church hymns or were influenced by classical 
musical compositions. We think we should change the methods of protection due to the fact 
that their singing is getting more involved with the business shows. 

2.a. Different strategies of reviving the polyphonic tradition 

There are several possible strategies to help Qiang polyphonic traditions to survie. 

¢ There is an interesting story. In the past thirty years since the polyphonic folk songs of 
Qiang was found, most of the known tribe songs were collected by an outside musician, Mr. 
Wang Jingquan (examples of Qiang and Aermai Tibetan polyphony had been also recorded, 
studied and published in a book “Polyphony in Chinese Minority Music’). Mr. Wang has col- 
lected himself more than one thousand of Qiang songs in many forms. In the past five years, 
Mr. Wang taught young singers of the Qiang tribe in order to make the tradition to survive. 
Such cases can help tribal culture to survive and move on. 

¢ The second possible strategy is to record the songs sung by the current leaders (best 
experts), so that in the future people may know it from audio and video materials. 
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« Another strategy may be connected to the recent migration of Qiang people. After the 
devastating Wenchuan earthquake in 2008, more than a thousand of Qiang people moved from 
devastated villages more than 200 kilometers away to settle down in new places. They built 
their houses and, through the development of tourism, the original tribal society and culture 
can carry on. Their musical traditions can become an important part of the tourist shows. Of 
course, the new trend of the traditional Qiang folk songs involved in business shows will result in the 
loss of the original character of music. But these processes are already happening, and the mix of the 
Qiang folk songs and the other forms of music may be another way to keep the tribal traditions alive. 

3. Establishing the Value of Traditional Polyphony 

Besides the national evaluations of cultural heritage, the international evaluation can also make 
a big difference. Under the spirit of Intangible Cultural Heritage Protection, UNESCO deployed a 
grading system to evaluate cultural traditions; this may assist the protection of the polyphonic tradi- 
tions in China as well. 

Publication of the traditional polyphonic songs of Tibet and the Qiang is an important ini- 
tiative. For historic, cultural and professional evaluation this is extremely important. After 
making these traditions widely available there will be many more people interested in the 
thousand-year-old cultural traditions. 

4. Establishing a Cultural Foundation 

An old Chinese saying goes that Money cannot get you everything, but nothing can be done 
without money. Constantly changing and disappearing polyphonic folk traditions are cultural 
heritage of the ancestors to future generations, as well as a part of the common treasure of hu- 
manity. Financial support is important to any initiative. There is the idea to establish a cultural foun- 
dation in Sichuan Province to realize cultural support for the polyphonic folk songs of the region. 

5. Establishing an Academic Extending System 

It is not enough to study traditional polyphony only by a musician, nor only by a historian or a 
social scholar. Unfortunately, most scholars prefer to stay in their own fields, there is very little or no 
cooperation and they have no broad view of the problems. To make a breakthrough, somebody has 
to take the responsibility for multi-subject studies and put the studies onto the international platform 
for idea exchange. 

6. Making a Better Environment for the Protection of Intangible Cultural Heritage 

Putting traditional polyphonic folk songs in the centre of attention is a way to study it by 
today’s generation as well as the following generations. However, we cannot avoid the chang- 
es and the process of disappearance of polyphony. I suggest searching for UNESCO support 
for the project of global collection of traditional polyphonic folk songs under the patronage of 
UNESCO Intangible Cultural Heritage, in order to record traditional polyphonic folk songs. Such 
a collection would lead to an important international atlas of polyphonic traditions. 

The support of UNESCO Intangible Cultural Heritage Protection is a means to reach our goal. 
Our goal must create a better social and cultural environment for traditional singers of polyphonic 
traditions to keep these traditions alive. 

Finally let us talk about the possible impact of ancient traditional polyphonic folk songs of 
Tibet and the Qiang on modern music. 

The knowledge of ancient polyphonic folk songs can give us a historical dimension to 
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understand the problem of musical development. Knowledge of ancient traditions is necessary 
for music scholars of any historical period. Such dimension is also essential for understanding 
the development of modern music. 

In China every ethnic group has its own traditional culture, including music. Ethnic mu- 
sic of different groups made the basis for modern Chinese music. The history of Chinese 
classical music is quite long, because it has originated from different music forms of various 
ethnic groups. Without this foundation, we cannot imagine what would have been be the cur- 
rent situation. That’s why the continuity of traditions means so much. 

In our technological era and fast food society it would be impossible to create everlast- 
ing music. But through the study of the original forms of music, the perspectives of musical 
development can be seen. Professional musicians may also get a new idea through the study 
of ancient traditional polyphonic music. 

In conclusion we want to say that the polyphonic traditions of the Qiang people, as well as of 
their neighbors from Aba Tibetan and Aremai people villages, have big aesthetic and scholarly value 
but are mostly unknown to scholars. The book “Polyphony in the Music of Chinese Minorities” 
(Zhong Guo Dio Sheng Bu and Min Ge Gailun) has some information on these traditions. We have 
also published a book on the polyphonic traditions of the Qiang and neighboring tribes, but both 
books are only in Chinese. We hope that in future our Western colleagues will have better knowledge 
of the wealth of traditional vocal polyphony of Chinese minorities. 
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E tu que estas no poder © 01396, bgmolsyqzemgdsdo Iyengbo, 
Governando com liberdade BSMHMISZO Msgoljo30—9d00 
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MARIA DE SAO JOSE CORTE-REAL 
(PORTUGAL) 


POLYPHONY AND EVOLUTION IN FADO HISTORICAL 
RECORDINGS FROM PORTUGAL 


Nothing conclusive has yet taken place in the world, 

the ultimate word of the world and about the world has not yet been spoken, 
the world is open and free, everything is still and will always be in the future. 
(Mikhail Bakhtin, 1984: 166) 


Introduction: Fado, the UNESCO List, Polyphony and Evolution 

What voices may we — ethnomusicologists listen to in fado in 2012? Now that almost a year has passed 
since fado was included into UNESCO’s Representative List of the Intangible Cultural Heritage of Human- 
ity; that twenty years have passed since the Portuguese migrants showed how they play with their individual 
identity in the transnational situation through fado performance around New York (Cérte-Real, 1991); that 
twelve years have passed since I studied the relationship between cultural policy and music expression in 
the transition from dictatorship to democracy in Portugal, precisely motivated by the nationalist imprison- 
ment of those Portuguese migrants (Cérte-Real, 2000); and finally that Internet opened doors wide to every 
kind of fado performance, thus made available at the simple touch of a keyboard key. We may hear many 
voices, contextualized in many perspectives, imbeded in ideological, acoustic and commercial motivations 
and trends; and it is not easy to separate and talk clearly about them. 

Mikhail Bakhtin’s early ideas on the interpretation of the openness of the world are most helpful 
for the analysis of fado as a music category. His writings on the Answerability of Art were seminal for 
his choice of the concept of polyphony to develop his thoughts (Bakhtin, 1919). Through the analysis 
of Dostoevsky’s work in which Bakhtin stresses that the main characters are presented by the others, 
through their respective perspectives instead of the narrator’s one, he laid foundations for a reasoning 
still underdeveloped in many sectors of the Portuguese society till today (Bakhtin, 1929). His writings 
as well as those by Mikhail Foucault on the openness of the language in which he mentions it as never 
finished and enriched by the chain made by those who participate in it (Foucault, 1966). And finally 
the writings of Clifford Geertz on the interpretation of cultures as webs of meaning helped me to un- 
derstand the value of the openness of fado and also helped me to separate, for discussion, some differ- 
ent voices that have shaped it through time (Geertz, 1973) . For this task I use a number of historical 
records in written, drawn/painted, phonographic and cinematographic sources. The paths of evolution 
are open to interpretation by each one of us as soon as the information unfolds... certainly unfinished, 
hopefully gaining freedom. 


Nationalism and the Recording Industry 
Like a rose-thorn in a flower bouquet, the recently found recording of the Fado da Revolugdo 
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(Revolution Fado) from 1910, reminds us how the individual action worked towards the established 
canon. History has shown that by the turn of the 19" to the 20" century centralized nationalist feelings 
were supported by the state-protected cultural industries. The emerging foreign recording industry in 
Portugal however, supported some individual initiatives, challenging the status quo of the moment. 
Not mentioning backstage details of this amazing scenario, I point to some then-published books on 
what became the “official” history of fado. In particular the romance A Severa by Julio Dantas (1900), 
the very successful theater play with the same name (Dantas, 1901), in which the legend is set: the 
aristocratic male said to be in love with the poor female singer cries stating that: “It is the destiny 
of Portugal to die embracing the fate!” [E destino de Portugal morrer abragado ao fado!] (Scene x, 
second act). Two other books Historia do Fado (History of Fado) by Joao Pinto de Carvalho (1903), 
and A Triste Cangao do Sul (The Sad Song of the South: Subsidies for the History of Fado) by Alberto 
Pimentel (1904), contrasting with his Happy Songs of the North (1905), provided documentation and 
classification of fados’ literary texts. These books and the theater play, complementing the information 
published on the first comprehensive collection of musical transcriptions of popular songs (Neves e 
Campos 1893, 1896, 1899) harmoniously arranged the romantic image of fado, of nationalist reso- 
nance. The written references about fado worked as if to clean it, even mentioning that it is not an 
obscene song any more (ibid, 1893: 31). The idea of fado as the national song was born then. Fado Na- 
cional is presented in a transcription for piano (Neves and Campos 1899: 43) in which the editor notes 
that the music is used with different popular verses. Pimentel also mentions Fado Nacional, he states 
that it was composed by the famous guitar player Joao Maria dos Anjos (Pimentel, 1904: 271). Pinto 
de Carvalho, referring to the death of the Marquis of Castello-Melhor, mentions tauromachy, guitar and 
fado as the song so characteristically national, that seems to be composed with the oceanic pulsations... 
(Carvalho, 1903: 268). The return to the Severa legend as presented by Dantas, then in 1901 and later 
in 1931, among other dates of smaller theater productions, the absence of scientific studies on fado and 
the re-edition of the books by Pinto de Carvalho and Alberto Pimentel in 1984 and 1989 respectively, 
revivified old nationalist constructions of the fado meaning in the last decades of the 20" century. 

The first Portuguese phonographic-film, by Leitaéo de Barros (1931) was an enormous success. 
The plot chosen was precisely that of Severa, adapted from the romance of Dantas. The excerpt shows 
the confrontation between social classes through love affairs. Severa sings fado in a sumptuous aristo- 
cratic party and the fiancé of the count notices their connections '. It worked as if the Portuguese, for 
nationalist purposes, would live in such a drama plot, fado being the language. 

The recently found Fado da Revolugdao, in a 12-inch recording from 1910, shows a very different 
voice or perspective for the polyphonic history of fado. Documenting Portuguese history, it proposes 
a new popular position. 


O Dr. Afonso Costa Dr. Alfonso Costa 

Ele tudo quer seguir He wants to follow everything 
Andou armado na guerra, He was armed in war, 

Nao para de discutir Do not stop to discuss 

No dia 5 de Outubro On 5 October 


Rebentou a Revolugao Revolution broke out 
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O trono caiu por terra The throne fell to the ground 
Cantou vitoria a nagao The nation sang victory 

O rei e a sua gente The king and his people 
Fugiram de Portugal Fled from Portugal 

Foram embarca-lo a Ericeira They were shiped to Ericeira 
P’ra ninguém lhe fazer mal So that nobody hurt them 

E tu que estas no poder And you who are in power 
Governando com liberdade Ruling with freedom 

Vivam os seus defensores Long live their supporters 
Por toda a eternidade. For all eternity. 


This song represents the individualist vision, through a fadista’ who dared to critically advert the 
new man in power after the fall of monarchy. New nationalism was expressed from an individual per- 
spective supported by foreign recording industry emerging in Portugal. Meaningful critical songs simi- 
lar to this one, classified as fados, were recorded and are only now being available for research. Oppos- 
ing the centralized governmental forces, these songs — there are other meaningful sound recordings such 
as Fado do Zé Povo in which the singer calls attention for the management of the state budget — gave 
voice to what then thus gained some visibility: action songs as they were later classified by the com- 
munist composer Lopes Graga, in the 1940s, and intervention songs as they were called in the 1970s. 


Singing Style and Ornamentation 

Another kind of meaningful “polyphonic” situation happened in the history of fado from about 
the early 1940s on. This one has to do with sound and vocal style itself as it was experienced by the 
great singer Amalia Rodrigues, and was mentioned to me as an outflow by Amalia herself in a most 
interesting interview, at her home, in the summer 1990. 

From 1940 on, Amalia Rodrigues was discovered and used by the dictatorial cultural services as 
the main musical voice of the nation. Loving to sing, and doing it in a rather personal and emotional 
way, Amalia soon included very different kinds of songs in her repertoire. Due to her natural vocal 
skills she also included ornaments in “dry, long and tedious fados” as she put it. Povo que Lavas no 
Rio became an ex-libris of her contribution. With verses extracted from a poem by the folklorist Pedro 
Homem de Mello, and music of the Fado Victoria, a traditional fado melody composed by the fadista 
Joaquim Campos, this song was used by Amalia to explain me what fado is. So, in Amalia’s voice, 
and as she stressed we may see through Povo que lavas no rio, fado is a way of singing, characterized 
by the vocal style in which the ornamentation of some particular syllables in different parts of the text 
is of paramount importance’. She sang me the same initial verse of the song with different accents and 
ornaments to show how the same song could be sung and heard as a fado or as a flamenco cante. Then 
she took only some seconds to conclude that fado is everything she sings regardless of the song origin. 
And it is not her but her audience who says so, she explained. It is a matter of style polyphonically 
recognized by the voices of her listeners. And this happened — Amalia stressed — since very early in 
her career as a singer. The opened character of the definition of fado was expressed there as an em- 
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pirical conclusion, relying on its polyphonic nature. Regarding musical polyphony strictly speaking, 
meaning multipart music of vocal and instrumental origin, Amalia’s example is far richer than that of 
Manuel Joaquim Carvalho in his Fado da Revolugdao. Although it is obviously a question of personal 
style in musical interpretation, it surpasses it. If even today fado singers and players do restrain their 
ornamentation practice in recording sessions for the fear of making mistakes, one may imagine how 
this fear limited their recording performances when financial conditions were much more expensive 
and opportunities much rarer as happened in 19104. 


Fusion and Freedom 

Last, but not least, the increasing trends for music fusion and free interpretation do add meaning to 
the polyphonic variety of fado influences and meanings nowadays. As historical recordings show when 
Carlos do Carmo produced the LP vinyl record Um Homem na Cidade (A Man in the City) in 1973 with 
a new sound and instrumental functioning for fado*. Or when Dulce Pontes revived Amalia’s Fado 
Solidao (Loneliness Fado)* as Cangao do Mar (Sea Song)’ later turned into even greater hit “Desert 
Fantasy” by Sarah Brightman *. Or when Rabibh Abou-Khalil and Ricardo Ribeiro play a Lebanese/ 
Portuguese influenced version of Se o meu amor me pedisse (If you ask me my love)°. None of this music 
plasticity is new. In fact already in the early 1950s fado was the subject of great musical fusion for politi- 
cal propaganda reasons for the European recovery after the Second World War. Once more Amalia was 
involved, as well as some great North and South European and American singers and musicians. And I 
finish my presentation with a precious phonogram of the Fado Coimbra sang to jazz sound as April in 
Portugal in New York by Louis Armstrong in 1953 '°. Heading to the nationalist liberation of the world 
citizens these polyphonic voices found in a handful of historic recordings of fado and related songs thus 
unveil the path for an ethnomusicological discussion about music and transnationalism. 


Notes 


' Available at http://www.youtube.com/watch?v=br_1XFJK400 accessed on 05.06.12. 


> Manuel Joaquim Carvalho. 


> Available at http://letras.terra.com.br/amalia-rodrigues/230947/ accessed on 05.06.12. 


‘Information given by Arménio Melo, Professor of Portuguese Guitar at the Escola de Musica do Conservatorio 
Nacional, and PhD student of Ethnomusicology at the Universidade Nova de Lisboa to his academic advisor Joao 


Soeiro de Carvalho, whom I thank the authorization to mention. 


> Available at http://www. youtube.com/watch?v=ukEDg9L1220&feature=related accessed on 05.06.12. 


6 Available at http://ww"w.youtube.com/watch?v=i-JXKvlGc9U&feature=related accessed on 05.06.12. 


7 Available at http:/Avww.youtube.com/watch?v=QCahDOMO9cv4 accessed on 05.06.12. 
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* Available at http://www.youtube.com/watch?v=D4egvCyHhWo accessed on 05.06.12. 


° Available at http://www. youtube.com/watch?v=AlCT0p0X6e4 accessed on 05.06.12. 


Available at http://www.youtube.com/watch?v=pgekMkn6YKQ accessed on 05.06.12. 
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PIIMIMNIIINN DENLMEIHD LOILIMS — BMPVIIDGNIGO 
BILMILISNL JISMOHN3ILN S030 IN6N3IG IILN3Sd0 


Fobsdeqd9M] LGsGoo! saMdqegob Kgdb 330-9306 (Lobanov, 2011, 2012) BHear~mmgn 93- 
A8ab 3o6e-799MJd0b bobs qmb034% I-qbo39do sObydjero QHOMmde~ro30 bodme_mab Jqbsbgd, 
3063086 33 Lszombobsedo ds6sdoq ab_Q%gbo sMogz0b gsdernhgbos (Jordania, 2006: 67). 

L200 bool Fob 393039, Med AMsz9embdosberdob Lo yobyd0 Bgodeo9d9 deradqd6erls dsdo39(30 
LS JOMs QhHOmdemrog od~g@sd0’, AME 7b43 bobo Im_gMmeEbj76 gHmbs Cs 00939 Ige~meosl 
Lb39E5b639 MJGo30do0. Doynby~539e sdobs, HgQIdM-yero Es AQZabHo {Mo BmbHOsb So Jdbo~wo 
IosdgXeompdsb, HomJo’ Lodmg%s odcgdmes bI9dd0 (Khominsky, 1975: 16). 

ager Or 88 J8)539do Lodeg_ms smmogmbool gsdmge bob qd3q~mgbo boby, Agbsdeos, 
Lobg boob bogs6b FoMdmseg76egb. yoozge~ Bqdb3q30d0, KmgoqgMmo adZqe~m bo bsembob 
BMseOa(3o}e yyem@qjMsdo JomoMes E89 93d39309 GMOmdemogo LodegMs PBsdqjroeydjero ogo. 

LOL IsdS3993H3 Cd JoerMs JMaMdmgZ0 Ladmgms MJGs39d0 Zme~gJhoyho A7bojemgdob 
43969] BoZOZqeQoyeo, Mdsbob -qjemo Hoss 47639—0Md%], 9d-6b8,M9(309d%], bbs.0mb 7d, 
89300%90do ws L635 Le3os~qh LoPyqe(309dd0. org Jobo, GmgmG3 qQdZQe~rgbo CHmob 30%35- 
mseo Godsob Lodmgmab gsb6bam3s dogmas, 9%339M97d79, Gd LAM AJVoQmo ngs~mbsbMobom, 
gb jeangdiho-yGo Lodegmal jdsMogqbo {mMHds~0. 

Agd dogm asbbowm ym ghomdmogo bodegmob Godsb 93%0 bogMom o43b 3d oihogqdm6. 
RIM gHma, M037 Jq7dmb3739do, MmagMH?3 JB7deaQMd gZbobo3m, DgbsMA-ybgdqemos AmbmeEo\Ho 
oo3d390. I9MMIZ, BqbsMF-yjbgdqjmos 030379 MMds20 Sjbqd0: gHmo IbM03, sMJoymos Ed, 
99MM] Ib6MZ, MMasbyerseos AsMorgjmo 6sd90MM3Z7 \Hdsbobgoqj~ dIoberdHag bodmgms4do. 
Lodegmab gb Goso bsdjoempdsl adeggs, qoobmbyMa 3mgs9e~jMo 39MGo9 ImdMsmdbeql dsdob- 
93 30 AMe@gbs73 gOno ImIM_QMseMo L-yboJZob sboegdse@ AgMEIQds, b~Mm b63qQ60 Lodmgmsb 
30633deod 96. gb Iqmm@o, 96, 334-m LI MMs:eE, Lodeqmal GgJbo30, bogqbem B7bOyergdobsb, 
(6md0e038, MMZMH3 »RSKZWOO Vabo 30%. Jobo sdergs6ss, IzsMdo~ob VaboJgobsb sHbydqje~o 
09b3969d980 Ed 84 30HE39b I7e~meEd0b Ingros6rds. 

Jo3g@meomaj® Lodmgmsdo gb HyJ6oZ9 L3reE5bb635a39MsE 3:mobwogds. ‘bmgoqMMo Iodeg- 
Meo AMEaMs3b L635 Iode_Qmmydb ws GEaMmdb, Ms30b Ms3b]7 soEEMb ob6a(3098)039, bmgo- 
JOn97d0 — gnod7d086 LodmgMob, GmeEgbs73 M8099 s30F yegdsm, 043969496 06 yAMseE—qd0 99306- 
Bgdom Co v.d. 

donb y539e sdobs, bosdgdob, goGgegdabs Es AMEA~M|D g30m3s0b Lb3s boe~mbgd0b go- 
6034 Agbo3sdo, 7b HgJOogo adgols 39309303494 LhomobGyO bobosmb ws gs6yIqmM]dqe~o 
ZOMMMODHL Cs, MQM gnber3Z4mBQOymo A 7bMAQGO, g9e@soJ(3939 gOmgdihoqMmo bodmegm@ob 
go6bs344nM de Hose. 

96039 dqjbo39d0 gHMmdmagzo LodegMabsb, 04939, OMAZMH YZ yo3qmrmmoayMedsdo, BobsH- 
A-xjb_dqeros abo3osGogZ0b segdob IodgbAo. sdoGd, 3ng5bodm, gmbo3g4% I-qjbozobos6 dodsmorg- 


2, 1 4 dobsog~ cmmds6og30 


3340 dob ,,fdImMGmdjmo qbbob-yMo bodeg_ms~ 3-4Gowomm. 

J399M Z0dbyxjmgdn adob A7bobzd53, MsGeod 390 A7b0dbgb seEM] Lodegmob gb Hodso 
RHEAMEO|H J30M<s0b 3mMg39e~qHo IyboZob 433093MJdds. Js3,Msd, Isbsde] jbeEs agv6Zgbsbm3Mmom 
whHsdIMAnd77~@ro qbobebyGo Lodeqmob* Kmgagmo gnbo-bHomobsjMo MsgobqdqjHQO0. 

6d Gqg0MbGdo GFsGdImeE,q60~@os boMZ9,0-ye@0 Val’gon-guoi’ka, Amdgebs;; bsbsGgqo0ce06 
30(36-d. do ba~m039e@ odobs, Gmd 020 LOQmeEgds I4MyxRZbomMbsmo Imdegmmgd0b dog% wes ob- 
Gnb330-74HO LAG 74H {Hs 9H sHob abgmo, AmgmGoy »eM]y~@o 97-20 Loygznoob IqddsHo/s 
BOM ZMMM eM 20300, Ibaszbo 3{m~3mmMobdo GoM’ 36 sHob HRM 3mmGqmo mbogabse~- 
oba96°. Val’gon-guoi’ka-9o0 bdo’ BsIMGHndg39 MHO Ignme@on beE™ds: bIS gZ9degymaqo qjbobobls 
1-1,5 Gsdom, 36 msgob m93%] amgdb cmoeE{Mmdsb bdoL LodderszGobs Es 3mgse~jM-06Gb3(30- 
440 Lodea@EHols 89939md0m. wAV8)do sHal Fsdgzs6o ImIm|_Msmo (Smg9h, Gs JIS qbeEs, ols 
gsdergymgs qboboboes6, @s bodm_ghs gMdQ~me7ds dob 3384]dq), Gmdg~may Ieghob Agg~meo~y- 
Hse MdsZ0b0 ~wosssFmbob bydabdagh bsGow~do ~wos, 36939, IgmM] Imdegmsm@ma, GmdIg~ma(3 Ieg- 
GO’ Ismoe~ 43,9%9db 5 AxQdeEQds, AME bs S8HB6omMO Hsdmeab eEsds~ 6399S. AQ~mmeasb 
Sd08ZM7db GH-gHHd ImIM_Msmo, 33 Gqdmb3Zq39dO Gsdy3060; Cs gb beEgds MyQajemsMjmoe 
(dsg. 1, syeeomdsg. 1). 

3 HoMGob dogh AhsGghow~ sgmg6A-jO omnzdo, AsIdmOndI7gjmo bodmgms obdob -h3gqeme 
068653076 Lodseergty, M33 KeboeMgdom, MMgZMH(3 Fgbo, 39% goedea(39ds, ds3%sd dod- 
LIMMp=dab BdIMS Aq7bsGy3obd9 sHbodsG039e 030399 (sqjwomds,. 2). 

RxdmGndgje~mo jbolbobjHo Lodmqms RHEAMMY|H F3OM3j~M MQZ,0Mbdo 3363e@9ds, obo db- 
MME bsd-mMb 4s6GGo, GmdI~M|]d0(3 EEQdE] sMbZdMdLb. _byb0: Losdob amaj30 Es goMgrogdob 
007038, 39OJmo9d0b bdam HoMo~ma ws Galbjmo 98034460 LodegMd0. 8d Godsolb bodmgmgdsob 
Gober Asb6oF9%Qd0 94 39d-0(39dJers, sOb7dmdes JLMMME \{MbMaMsgQal 46 dogbodemo3mbol 
seahsbsGj{M joo, Isdob, GmeEqbs3 bserbob ymm~gddoyMo Igbbo_M7d0~@e6 y3{9@mo gb gobMo, 
4303 dj69dM0Z0 A7bMymgdo eyg8)do, MomJdob LHy~mose gsJHo. 

HmgmG3 6. s. emsgmbg60 (Lavonen) smbodbs3es, KHeEa~me 3sMge@ogd0b 0035 Bjo0deog- 
BES Aq7bAAmgdqmagye Cx78)do, MEAL 3 ,,jOM0 gsdob39db bdIQdL, bLo~em L630 — msbb- 
cmgdsb 9936 ‘bdo (KE, 1993: 31). obobo AgadempgdmeEs A7bHAmgdjeoye, 36939, dHs- 
30070 AmbsGormab dogM: ,,-]396, wgaws, IbmMEmmep@ boy379d0 MJg0m, A396 30 AggsbMyegdm 
0003 d8b", sky borber3@676 amambyso0 dIobay Job, gnJ3s om0gsb Haba (KE, 1993: 31). 
JOnmdmo30 Lodeqhmal HMse0309 soM|3emg9d0 a038b HoJbe9dd0(3: 

30MLO, LdZ0GYymo, 4e(339d-, Amagso 

6 93939 do%hgdm, Lodegms, 

LS 300Mj}HMM sdob B7bsbqd_ d_Mm] ws 9.0. (VKY, 2000: No. 12) 

J0d8HMZS SHS JMO, 8H3IGE Msd@ 76009 amgmbsbsedo, ymmgdhoqMm Agbej~gdb] 
do-jo00gdb. 

19 60-19 80-0365840, B09Mgemr0gmds 49(3609M]dd9 QHOMmd~rng Lodegms’do O7038 398% s~- 
Ieoshobab, odo 1915-1922 Feogddo ababo hsofg%s 9. 30800369608. bssdob omajob dbas3b5e, 
B09Hgm0jGHo o038b skhOjmgob gsdd-ymo ganbeqdo, GmdI~m|d0;3 ImgMosb sbadsbAo3z4% 390- 
SIEM 43433090] (QeobemamngdbJ). A7QLOjegsegdb Brmob shal Insgs%a Imdeog- 
Hsemo, GMdqma3 IMBer off ggdb ws 8dmsg%7db_ Lodmgmob, boe~e IqmrM], bdols hoderdmndg30 
IMdEA{MI~MO Sbegbb AgGse@ abBqbLoNMO Jr_msemdob Kyee byAQ300b 94(3g96HoM dsb. CsbsMby6 
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L639 39%3d98)M7ddo, Lodmgmal gb MH Hos ¥39cMsyZGo 396b63937d-qjemos. yoMymayHo aM0g0 
LO \meogds qzo@yVMgbse bye HqdSdo gZ0bAob Cosdsbmb6Go. om0g0b A_bGoge@oer dIogo~ondo 
99MM] I-rdIL_MMOL Is, dohomse IMIM_MS~O36 BjZeEIMAZ0M, MAHs3{0m AsO~s yegmb (dog. 
2, sqjgoomdsg. 3). 

Agdo stom, 939m smbodbymo Mab Qb60M, ZsMamroqjho aMgs Galsymo_ ,,b6sd96-jHo 
Logs~mmdmob~ Abasgbos. Agdo MgrMGoob Msbsbdse@, sdob dobg bo obss, God ~Coweo boob gs6- 
85309d3do AMEAG~M ZsM]QmMoageMg|d0 093696 dZg7mdefAbgqQd0, Ged~7d0;3 IEQMMEb6|6 Gbsdnb-nm, 
S67 ImbmMwajM Logsmmdmgdb. Fsdgzs60 Irdm_mmob Aqdwoga eAhogob abGMZ0cvdo bodmgms 
LHomH]@ %6Id96-9H Logs~medgmdo 3363989. bdob AsdmMMdg39, 59 Gq7dMb3739do, 3093 ~230~ 
39339300 obdob. 

RO~AME gsM|erag@gdm36 2038 ShLHAm_db MoMo34@o LodIm_Mol 3464(309b. domomseo 
MZIQG03 Joabs ws gZdgob 399Z0EMd7b9, M39 3970 DoeEob bsdbjEHM Ldbob-yMob Ieobsbeg- 
OE 86 J-rGFomoabagal 3Zqmoab g9d-b5d-7dsgq6eo. 3doGd 39b5330%0 9% sHob, Mod amageb 
I VbagseM-jMH g9dMILsb37@meds sbheobss HHO gsMymragmpdob LofoHGow~m Homa~gdo- 
6. 0070386 Dbaszbse, Z9M]MoyHo (sd76Ho30980 TDjoderqes AZo {megs Jmmfomby Msd- 
96009 Iadeqmmol dog, 834d domo Msm@jbmds sf CoMJgymoM|ojmos: MMO s6 Lodo, 
098 gLGomse@ — MMHo. 6.5. mmogmbgbds, GmdIg~maA’y wsabA{M7bgd-qjemos BoMQe~mosdo sMbyd-qje~mo 
JOamder30 Lodmgmom, gb gsJGo by smfghs 1979 Gom~b: mHo 36 bsdo gsmber30~mo 36 
93030 Jocmo 898)sGds~mms6 eas eE8 Jobo bobge~mom Jom gdb, omb3b Gs0dqb, M373 Go84y- 
SObMZOb35 LoFoGE, 36 IsE~mdsb obeob LohyJoqdabogZ0b ~wo 9.4. (Lavonen, 1989). 

380904 BOMOZL 3430 LH {Mose sbodgGGoymo, 865)48034OE, 8HMBSQMO HOTb- 
Bo, GMdqm3 AVIbsbe3{Gjemos 636gMdmo30 45—39H93- QsoFEMEQdOM. 34338 BoMa—~r9ddo 
doGHaMsose bEZdMES BH Jb ob 0d3HmgZ0boM 0. 

MOAN 3903, GMZMH Dgadegds oJ gOHo ws 03037 HaJb so odmgmgdsmegb. mogmbybo 
GLOMMO5 3d Loo Imes sbbOob MgZom seZ0—~MMdG030 9373 63H97d~ 7d0b896 ~s KmMAR_h do- 
mash KBybs sob-ybb omgdeos: 

yg ZH HaHa GMHnEMEAmse mH Imdegmsemo? 

3.2 AqQZ0d—M08M MMIS DZLH {EMO 007033 Ed OG 0MMN MME. 

3 434 GoMos6 bsdbo? 

3.2 dso Agqdermm 939093 9M0 gHH bISdO Q39Mqgd065M <..> gMol dosys3rs ~s bbgsbo 
dsb dolog300696. 

38 43H deom{3sde@9 7HMse bsdo Jscro? 

3. obobo sdob 4339 dohggqmbo ay36q6, ¥3q¢r939Ob Hm bdsdo 4390989696, 073-696 
gaases bodyge- 

32 ML Ghose B7qde~re esgGoGs doygsemgdqero? 

3.2 OME 36 Lodb A_7QdeEre LEsghoMS DoGZZ9eMQd7MO, J9365d 3H JMOL, obobo gmose db- 
moe JoMFowm 7ddo gsemde696 (Lavonen, 1989: 53-55). 

APDLH-{egAdgeros Sob bgd0E36 Asbb, Gmd seEQo~mmdGHa30 Joemgdo 9393M9e doleg3e696 
Jm@Gomdo gHomdmagzo HomMomob HOse030b, 49g sd 96 qoJg0dm, Gd FHaJbGo 0d3Meg0- 
BAM ay; 3M smboTdb|b, Ged AmrdegMmgdds 7339 39M39E GMA Bg7Mdoe-qho AHgJbio 
L3 sto g9qb3gb Lodmgmal Imb wom djbgdob. 

Bama do 0770386386 MgRZMOAbQ60b3 ~s Zrmbomesmogdob sHsGbyded0m 3966635300900. 


2 ] 6 dobsog~ mmds630 


BoHompdob dng BHIb’ sbHo ws DbodgZ6qemrmd9 goohbos. M373 96 Woes qubsqjmo ogerb, 
abobo Homam|db 73M Ab_MaOjemose Im_Mee@by6, 30EM] aMageb. LAG. gshydqbs Bomo- 
97ddo KERIO RM bsbgMdmogzo8, 30M] 00038do ~d, 8d 489dMb3739dd0, Bgbsdergdgmos, 
gb dergm bs wosgo3zdoMZdQemos sqyompd~mdskos6, Ieorgldobm, or Mb Iegmob soMfbommo 
OS Aq A_QMo@] Ib HoJbAob Imdeog36m, Gsy6mdo bsfo~wob 30M379~ boGgy3sbq (dog. 3, s4- 
gwomdss. 4). 

20M@d sdobs, 396146353983 odsdos, Med GoG~m 7ddo odZ08M09 bAQd0L ab |MZ00C~9dd0 g9- 
Aes. gh degerqbs, 3930JOMd, LOAmose@ BqZIMbZ9Z0M09 ws Jbg53b Dsgs~omqdb 9M dogohby3 
89 JOMQZOboOL gsdergmpbse. of ZgMBogser'do MEbs3673 9 033999 SMmagmbos, Js3,6sd 4d 
BHoMompdob BJbGo, OmgH3 IghqQOo, ob AqjbozomjMo, SoeqjMse IgsHo 36 sHob, bod- 
OMSL 9H sJZb IgG b3309d3E Lesdo~mQMa YOMds, Isdobs(3 30, M39 ab Z:5Mos3074~@o0. gb 
06) gMZ89em9d0 8H sd8M0e~Mqbq6 ,,bIdmGmd7 Io jbolbebqjMma Lodegmal* FHamdgro3 3606(303b, 
AMIj{My orMagsl Jbasgzbse, ROHEAMMY|D BIMgmMajG LsJorMFomer (399689730900 b-ydmMe0- 
633096 94390900 9d8, Gr@E_bs73 MMbo 36 bsdbo QHOseE Iegmov6b. 

20O930EjH 736Mbg, Mdm gvbbsbmZm@qmo segGqMo IqhGo ws Ag~mmeaol hsederys- 
m0d97dyer0 BOOMS gvshbos. 9803490 bodmg@ob acras A4HMdq30 C3 Iebse0H] sqrombsbs jo 
JOmseqmoos, Gmdjgmo3 1964 Fomb bog dweobsH7 396mGsdo (3dob G7b3jder039) . 
8. 68COSdMZIS (OLAMMo gma bgI7~@gdab 93GMGH ES {MM3ZMmmMobGo) MYsSbyGo ~wxygGobgs6 
Rsof.ghs. gk bodmgms, $9360 4639 S9hmMqmo bodmgMob Ibaszboe, goobdosba Ig~meoam od- 
29M9d9. JQ@rme@eoab bLodegmsb oF ygdb dsd539G30. Imagzos6gdam, 30M3q~0 Isb30~mom Joc~oob bdo 
93O39d3 Gs /G03960 Imgmosbh Isb3o~mom dso 434339], Gob Jqd~@7,, dsd93530 Fydegdo 
3 C5143360m BsGow@ do Jomo Imgmob mmpbob eEs@hgbo~ IsM33emg9db (by. 1). 

38 Gqdmb3Zq39do, Iasg0%o0 GmmMo s43b Irdegmsmb, Meordq~mo3 Jdbob e~mgdbb, dsg6ed dg- 
MEAS 8dMI3H7BL SHS MZOMMb, SMsdQ~ dmg3086Q60M B_ZIO’yero BIS, MOd]{@MO3 Hsg{0b MI3%] 
0M7db aboosGog30b ws JMB Ghgd9 Ig~rmeweojmo bstob eobGyempdabsb. G3 oJds oes, 39- 
Am qjemo ego’ dag A7boqjemgdjeo 93803736 LodegMsdo gHm0 86003693960 3566635394809 
d@b6006s30: domo AsxdmMnd7gj~mo LodmgMs 0% sHob bsbgGdmogse qjbolbdo. 24 Dyodeogds 
Imgaldobero IsMHMgZ8~@0 3qhQMMAMbool Ms3{0b9d+4H7d9d0 46 Abo smeEgmmeb’jHo sIm~mo- 
gmboo hsbsbsbyd0 (dog. 4, sqjceomdsg. 5). 

8 98034900 Lodegmob sqjrombsbsfgGo jbogsmjHos, 0323630 ,,RsIdImMGndgj~mo qbolbob-qjHo 
Lodm_Mob~ Boso, Gmd_MbI3, GOALS, ZAGMEAM polbebyMa, 673G8O HIMGOMEss 393%(3969- 
Sj AMEAMMID GaAbgmob 9803476 bodM_M7ddo. 7b ~wobsjMEIQds 9. ~. aHogQmMag30b dom 
09g.39dj~mo badyjd7d0m; dsb obabo AsPghMs 3M6Mg%393%]3, 973, LsdF-jQbsMe~w, Cs039MBQ>. 
Apderbsbymose Db MMme Lobe Asbsfg%qGd0, Gedmgday 399399 0. FH boQHOgZb300. 3. 3. 
5659309305 960063 domo gs6bb303969 SmeEgmMmmb’j\Ho Hodsob LodegMdob,96, wCosbsbooms Ms 
9 306sb 36960, 4MgZH 3 ,,6dob 9353H0 IbsBZMye~r-oMJoqm~mo Gosol A7bsMA-y6gd0b Jd3q6090 
6od-ydg60% (Asafiev, 1965: 21). AeobsMy] I39%76%q Aegd3G]_ bergge~mBo AoGgmomo g80349%0 
Lodeqmob gMoagmMagz0by7~ Gs6b3M003(30900, 39M Go30~do BIMGoo0b, GmamGy_ 068)gMgZo- 
Mob B72,Hdb7d9, Memdqm3 MMasb6obqdob WF Q3b SsMIrbosb, Go MJdo joes, bsgMdbemdos. ds- 
3.039, bsIdmGndg7~@0 Lodm_Hob~ qbobmbyGo Sqbgd9 94 ¥3Z9K5%] IZ>9Q{O0ME 3ZeErobe|7ds, MI(3 
5860964 sb Losdobs Cs PHAM BsM]Q~magmpd0b Lodegmsbos6 (Grigoriev, 1910: XXID) 
(dog. 5, Wm. 2). 
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IbBLAO_daLMZ0b go63q4mZ60~Mo CHM 4H o0dm~m|Z9 Lsdqjompdob, seoFgMeb smbodb-je~ro 
Ierg~M76d Soeagqemo Rabpdabs Es GAbgdob A7ZbKd{~ Lsdmgegdmsb. Fhomdemo3a BgbOyergdob 
wbHsdImandgyze@mo Lodegmal* Gosob sHbjdmds seEM]y~ 97-19 bsyzqjbQdo smbodbyb Hab gd0bs 
Bsembos goobs Es Kz30M0 8g boob 4330~93H97ddS. d5A,3d IembLAb67d9do GsMIm~@,,j760~Mo Iobsers 
agrdeeggh bsdgempdsb .garyqg gOobyre dngys@~gbagn jorgzIb Gabo gerrogdGoge bodeg- 
Hobs 5 538d88OM 33 bogombb GsdeEqb0d] bogsbbo, GmdIqmG Foder0XHQd9 HobyHo g73ebob 
3362930b0b (Leisié, 2004: 45). 

HAb7d0b LodmQMob’ ,,% 38340% Im_@ob BHse0 G03 sobsb7d9 3307738C75b 30439~ bodeg- 
Hsdo Es 9. ~mbMmpob 3 b3360b h365F'79ddo, Memdgma(3 E8F]{Ms My6gd0b dogdab g74b3q0(30- 
absb. 33 gmmdmagzo LodegMob 8HeA3gbo 33H CAB SHAME IMT JM E. 3mdIsIM|od. Msg0b 
3,9609M8)969ddo 030 LdgYMEb gobgma YZMyMmoMObGgd0b b8dIMMd7dL, GmIg~msa96 y3{q7~mob] 
DHOdZ6j~eg960 age xX. gobo (Kron, 1835 — 1888). 

980370 LodmgMgds0b Dbasgzboe, yoby\Ho Gqbs dog344M3Zb9d9 qobM{db, GmdIg~mMs3 0430 
IysHa 3ergGyHo I78BMo ws Asdemgommodgdqjemo, 8eg8WHo AHgIbAob LodghMoymo Aq~mmeos. 
GAb sLHAmpdb mGo Amdmg_hs~mo, MMd~7dbs73 gOndsb6Jmob BAErAd0 ~jkoMs3M, bae~MgAd0m 
9698086 gModshgmok d46~M7db Es OMFG ]Z036. Mjbsls Lodegmob, @. 3md39HqGl dob je30m, sbs- 
Vosmgdb 39d@gR,9 Msgo0bgdqMQdQ00: 9) 3mgQdob Lodm_msb oF ygdb 98034960 Imd~gmsera (pda- 
Mies), AMI{~@(3 MAbs LoBy3qdb Ig7bLogMQd0m AeEQmob; 4) LHGoJrbol IgrmH] bsbg39%90 
ISL ~VGMME7d9 39HBobommo (keralinnen) ws der3ze@my] Ema’ gs6dsgermdsdo, LA GoJrbob do~e 
930330906] Obabo GHose IeEqmasb; 3) IqMMH] Imdm_Msemo IsHBor 0dVMHZL Lodegmal Ageer- 
20794 BFL Isdob, GmMEqbs;3 30M%3Z7@MO BydsE59 8 ob6b767db Imdeg736— LAGoJobL (ym. 3). 

%erg09MH 07IMb3939d0, bAMoJorbgddo I9M3Z3~qd0b gsbsfompdoe@s6 gsdemdwobsMy, IqmMy] 
IMIM_MseMdS, OMIGMOZ Lodm_QM@sb Iba~Ome odQrM|dL, A7bsd~ms bo@y3s “sanon” (,,d9 3m4- 
30°) woods, (Comparetti, 1892: 66) es 30%39@mo AImdIM_Hmob’ bsJZ0do WssEsbG Qoob. 

Go3bgd0m 5b5d37d09 GqAbsb qHamd~mog30 Lodegmab EMM’ bIQZd0b bobmbyHo Bqq%mgd0, 
ILao3bse@ Kado asbboe~mje Hobr-—qjasM-4e~ bombs gobogqMo Iqbogob 336M 7ddo GomdeJdbo- 
MO {7M GoZ0Moabys. obo3098 0304 AsdIMMNd93Z9, Sds3EGEjemse, GHnmd~mag30 Lodeghob y3qmob] 
39b9-(38%0 3MMds9, ISd06, MMEQbs73 9803730 Lodm_Msdo 39 MsgobgdqMAbsbms6 Qhovse, 33b- 
3E9d9 BdsMs MQa jemsMymo wogerg}s abBIMZsm~mgd0@. g803q60 LodeqMs Es MAbs sbeomboss 
JOHamdmo3 Lodegmsbosb odoms3, md Gqbsb IAg~mmeas’do LAGoJrbob Iegmsb slow gdb 
99MM] 8ILISM] IMdEQ_MIEMO, bE ZsMQmoagergdal amoagsbs ws LsJrM@Fowmer ~~sd76/h9(309dd0 
doMaMsIsE0 ImIM_Msmo sdo93M7db Ig~mewoosb. 98034 bod—_Msdo IrdIM_Mmob 307 bob 356s30- 
487d WsbsdsbbegM_djmo B{bGob 7 bsMIsbsMo IsbdBsdqd0. 
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3009036 9d, FoMIM@s, jam Asbsems wogsMGIyb7dm, Ged boJdq 330436 jeergJGoyMmo bod- 
O9GH0L boZdsME Asdegomdg7dyem Ed Jzs9qVQoME asdmg{gmpba~ Posmsb. Jb bsdeEZomse 9H sHol 
Lodm_Ma 33d38HGg9djmo A7bO-jemgds Hsderqgscadgdgema AmMIdom (53-d3369d768 0b, 3sdebo- 
Joo R5JGWOob ws 9.4. 38H7dq, GMgZMG3 gb eEeEgs 3363969), s3dGe GFsMdesea76b jeoeg- 
Jo 7G A7bLOAmgQd0b _Moseg{MO JgnmeEb, Gmd{~mGZ, Agbsdemgzdqers, SMbdmegb 3933990 
960394 gach qmsdo, 36 Ib rEmMe@ g94339q~o gobMal bsbgGdmogz0 absoMoab I4emby bod- 
29H97dd0. shes 1396 Agazodemos dagysM-ybeoJn Kym wsy7bgdyer Lsgombb: Gsod 9% oye 
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Aqdbbj-jye0 Lodegmals gb Hoso 733M seq? 

42003 BOmo~mos, bsbodIM{OM VBomyzmmMob fhsdGg@os yaMsoegds, 30%37~ gos, 
DoISMHOrg{E~a AYE Z7Md3EjGO HJLGob LsHoJboM7d0b396 (O-7IQZS, y3gQ~mob gbdre@s I-ybog3ols 
AsGg@ob sqgompdermds). Ismo dms33%o0 dobsbo agm, BogGghs g7ombIos6o Lodegms. sdols 
AqpgR9e FoHImodgZs Aq~mmeEdss BsHoemgosbsyo0b 930m3yer0 Lobisgdob GqJdbob bogombo, 
4MIA{M’Z 80-7935 L3q309—7HSE QMObdOsHrdabagob. smbodbyEr S]7%aMeETO 033990 ob- 
BHIMQb Smemog\mboabsedo3, d934sd 9Hs y3qmos 09 Jagqqsbsdo, boEs3 BoremzemGobsog39 39630- 
HSHES. ILOQ{moaeb Isbdhsd0n, Smmagmbool A7bLGoger8 qnbmdjbogmmmagosdo 393s Ieg30- 
SH9d0M AF'y9Ad9. sd36 QoMymaRomo g93eMq69 Ieosbeabs IQ3bogMAd0b dogM gmbo34Go Iybogob 
R37Md760b 00 Argemrpbss 39,99%], Msbq;3 gdb ImbBLAb67d9do doJgb Lo-ydoHo. Iergo(4e6 Msd- 
9608) BoJHb. 

Losdob amazob dAZ:0GgRsbo Es ds~@ty] Lowa AmbmgZGsRoy\~a yeergd(308 Bgs,e39 100 
Gera’ Gob Agqreqmdo IqbogsmyMo HZO~MjzmmMabso3Z0b y3erobozmbds, gee BoSg6ds (Karl 
Tiren, 1869-1955). dob dog gogqmgeje0 S00-%q Ago Asbsfg%oe@s6, SO0-%y Igo (9.0. 
Hamdob dogo dIsbserob 10%) Bga393b bod—gM7db Mo Amrd—_M@mobogzob es, Od3030 Jd- 
06393900, IQ80 Msm@Egbmdob DgpDLGjegdgeoomgob. gb  y39679y}IMO CsgoJboM_dqje~mo aye 
RsbsGgMgd0b Iom3~mq sof gmom~edsdo. 1942 Fomb, HoMpbob dsbse~rgd%] wCsyMebrdom, 3sdemi3s 
0070308 Weber er 3aQd{~o. 09 EHMIGo asdsAmbgdqjmo Jgq3bogMy~mo o~golb Msbsbdsw, geomyd- 
GoGo Lodegmol y3q9@mos 8,96b 304305 LobmBer wsdfgM@~mdsdo sobsbs, GmanG’y3y goobdo- 
S6o Ag~Mmeagdo. MH bdolb qbobrbo, GMI{ME GH VMjOse sMbpdmdIos Losdob Roem zcemMob 
whHIMAHIGIE LodIm|_msdo™, agg~moaMAdje@mo smdohbes (Tiren, 1942). 

93007 LoabBQM_bO ObHMMod ~353d0ME9dS 306M Lodeg{M|db. grengdchoqMo AgbO-jegdob 
Gjbsdo ~. ymdssMGob dog ayyqmqoymo daqmolb KabAo shsmoto jojo (5330%3 {dob 
IonbZOs. 33 jysbbzbgqmob oAQompdmmds H06qMdo 3sddsV{Mos DbME~Mme dsdob, MME7bs3 
Lo0oGyor zserggzsesb yongg@mdbHo30 Iq36ag%je~o AgbGogze~o — 9.0. 1870-1880-os69690. 1894 
Fg’ g039n~@ MH IrdIm_MmMob {MmBerbsjMsm0, Gmdmpdbs3 gHodsbgnob bae~rqd0 gXoMsS0, 
43003 SdSb IranboZeEs Gqbsb Dq7bOyemgdo ws sd96 PseEskh jos Gybsb Lodegmob 9H- 
MMdm30 Db Aergdob 3MMHds. 39g39Mse, Bgodmgds ZaZ0MsjeEmo, Mod GAbgQd0b Jghomdmogo 
Lodm_Hob 3MHdS, A7bsd~ms, Jqdmb3930M of63 sedmAgbo~mo 97-19 Logg ybob EsbsbOAwbs ws 
97-20 boygq6ob wesbsFyobdo, dsdob, AmE_b673 Roe~m{zerMmGyw@oa Igbogob “bmdomds 49I36e39- 
3egdd5 4. ~osabobds (A. Launis) @s 9». 30s0bos696ds (A. Vyaisyanen) wsofygb dme3sGgrds 
LS BOM 3;MMHabAyem sHoJGog9do 3mbog M330 A7eogZ0@9. O'dIG9, JIM 390390] GHerd9dd0 
Gj67d0 Dbaszbo A7_boqj~gdom 9H sHob GsMIm~@s,,j760~mo. 

839 Ms Ierbes? Bzqdegdgmo ago, Med 1894 Fook 49de92 Ho sesdosbob dagh Hnbqd0b 
A_LOJerqdob bod-qIQG60 ~4339—MM@ gsdIJHomoye. MAbZd0b, GMgZMH3 Ig~mmeagson Msbbegd- 
0 SQOP|B NH ROMzZMmoMJmo BIbGgdob 7R3Mer g30s6o I7Home@als 3+7de~039(3090d0, 9H 
ayer deosbogra MH sesdosbob dog IA7bLHAm dob 8H(3 gHoa Isgs~am0. obSA{MAbo Dboe~rme 
IQeEMmeacabsedo Cs 9H LodegHob sMbobsedo, boTDbsZgeEs odsb, Mod, My6gb0b JGqdmb3Z930d0, 
89(3609M dL 3H sMIMAbesM boZdsMobo MgZs~MbsGogMo AHEoMMID J30M30b Ijbogs~eMqHO gyC~r- 
BH WMals dahamsea I0M3q7erbsGyobzdo0b goboagqdse. Agbsderms, bsd09%0 9d dodsMorgjemgdom ayer’ 
GAbzd0b Bo8mM7bK AHO fsHnZ8 ,BIdIMGMIG |~ra <qjbobebyHo bodegqmal~ Hs:e0303m3 GHydo, 
AMIj{My IMIMARba~@oS dsemPoab30M]e@ gGobg~ boeEbbs ws doo qobeogb I7%erd—~~9dGo. 
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Tots LHoGo9 9H CsoFgM_dmes, Ed 9Hs8 bogogMmo Iq36ogmMob CesbdsMQdo. dso DBeoMobss: 39(3609-os- 
G3sITHMIQMO 3. 3. doMEbergs (A ybynob 4q;36ogM {60M S3oEQdO0L Z9M]QM@oOb b9dA3609M~ (39680, bso, 
MOH A{MsH {Habs C5 ObGOGoOL BLAH 7Gob {rbogmsdob sHJo30), Babqmob s35e9d00b IMF 3Z7q@~r0 8Ge- 
BIbLMMHO, 97(3609H-Ms6sITHMI{@MO A930 bagdo (Bsd3]7M_L qoaZ{MboG Go) Co QZo~rmb’goob eerGomMo, 
8.3360938M0 93H 3- AEM’A (Hsd3gQMqb ~bogZq9M bo geo). 


> gGomdeoa30 bodega (Joint singing) sob 0.3. gosoqbob dog 1940-03698d0 Agdrmsgo%qd-yeoo Bg- 
Adobo, AMI~MI(3 BLOIMEHZIMES IHIZ9ebdOS6O LodM_MS (gMdOb ,,3~@ogmboob* bs(33ese (Gippius, 
2003: 166). Gaby gnbrdqbogme@mmgasdo 3d GSI’ g_logqds qBoMs.Ggbors obgoo Lodegmab sobs- 
6096535e, Loes73 FIFO ymbAMs3I-HOJGqjero 393d0M%{b0 9H sHob JMMdIs6gnos6 Cszs3doMAb-qjm~mo (Yeng- 
ovatova, 1997). 


7 SEb360065303, 4d 36b9ddb IQ@g@meds, E53E,06M6 Lysbeabsgoq%o amazob 393d0MQd0 Yobos6b, bo- 


30890 bodmy_M7dms6 Or 3-3 IgboZsbmo6. 
5'900052.9~mongd0 


sqreomdsgsmona 1. FA KNTS— 39©gmo0ls b389(3609% (3968 Gob qbob, MoH _MsGq{Mobs Es obAmMoab obbAo- 
HAGob’ 3Mb-mgGsdIsH Jogo. 


SqeOMIsgs~moma 2. yeazo — bsdo qmogob dsgos. 39673983888 — Robgmo: 3984-22112-2, (CD). 
se0Mdsasc~mana 3. 39herGs — weob30 D 025677/78. 
sqreomIsas~@ona 4. bsdobjzs — bsdobgob bos: 3s6e~ HoMpbob bsbsGg%o y{mbmgGs3%9, 1913-1915. CVCD (CD). 


sqeomdsgsmama 5. VEY 2000 — 396 398grrogsbosesb. 39601 gsMgerojo 0mggdo. ISRC FI-KM8-00-00001-18 
SKSCD 4 (CD). 


083968 AsGoz3 638690030603 
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MIKHAIL LOBANOV 
(RUSSIA) 


“UNISON-TAKING UP” SINGING — THE SIMPLEST TYPE OF 
COLLECTIVE PERFORMANCE IN ETHNIC MUSIC 


The present paper’ continues my study of joint singing in the ethnic music of the Finno-Ugric 
peoples in North Europe (Lobanov, 2011, 2012), as there has no attention been paid to this subject 
before (Jordania, 2006: 67). 

Long time ago I learned that the first seeds of polyphony could be found in the joint singing? of 
male and female voices, when they sing the same melody an octave apart. Although, the timbre and 
register contrast creates the feeling that the sound is separated into parts (Khominsky, 1975:16). 

Whether this singing strictly an octave apart really was an ancient manifestation of polyphony 
is disputable. At least, in traditional cultures of some peoples, joint singing of men and women was 
tabooed. 

Today, singing a melody by men and women in octave at the same time is the most widespread, 
urbanized type of collective singing at meetings, demonstrations, stadiums, groups of friends and in 
other social situations. If it is problematic to consider this the first type of singing in ancient times, 
from structural standpoint it is undoubtedly the simplest form of collective singing. 

The type of joint singing, which I will discuss has much in common with these octaves. Firstly, 
in both cases, as we will subsequently see, the monodic basis is preserved. Secondly, also preserved 
is the same dual nature: the direction towards archaism, on the one hand, and the organic survival in 
modern urbanized mass singing, on the other. In itself, this type of singing involves carrying unison 
vocal line, when loosing breath one singer stops for a while to gather a new portion of air, and sing- 
ing is continued by the other participants. This method or technique of singing is known in choral 
performance as “chain breathing”. Its task is to smooth over the breathing stops, and keep the singing 
line intact. 

This technique manifests itself differently in everyday singing. Some singers try to take up the 
initiative, drowning out the other singers, some fall out of singing when they forget something, or 
because they want to rest or become distracted by something else, etc. 

However, in the ethnic music of the Sami, Karelians and other North European peoples the same 
technique acquires a specific stylistic character and unique colouring, and moves to the level of a 
special type of collective singing as an ethnocultural phenomenon. 

In joint singing in ethnic music, the moment of taking over the initiative is preserved — just like 
in everyday singing. And so in ethnic musical deviation, I propose to call it “unison-taking up sing- 
ing”. 

Below, I will deal with the issue why this type of singing was not noticed earlier by those who 
studied North European vocal music. But first we should determine certain ethno-stylistic features of 
this “unison-taking up singing”. 

In this area illustrative is the Norwegian Val’gon-guoi’ka, which I know from a recording. Al- 
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though it is sung by the performers focused on professional artistic activity, and the intonation struc- 
ture is not the same as that for genuine folklore joik in the recording of the early 20" century, as folk- 
lore recordings go it is not distanced from the original’. The taking up in this singing is carried out by 
two methods: the voice either breaks out of the unison for | — 1.5 sec., or takes up the leadership by a 
greater volume of sound and vocal-intonation richness. In a duet, there is a leading singer (of course, 
sometimes he also removes himself from the unison, and the singing continues without him), who 
sings melodically in any part of its sound range, and the other singer who stands out in high notes, and 
stays silent when the partner sinks to low notes. One of the singers finishes the melody, in this case 
the leader. And this happens regularly (ex.1, audio ex.1). 

In authentic joik recorded by K. Tiren, the unison-taking up singing is heard in an unusual into- 
nation pitch that the usual notation cannot transmit, but the correspondence of the singers’ voices is 
essentially the same (audio ex. 2). 

Unison-taking up singing is encountered in North Europe only in three or four genres which 
were alive until recently. These are Sami joik and Karelian yoiga, Karelian lamentations and Russian 
epic songs. Notations of this type of joint singing were not published, and were only recorded on a 
phonograph or tape recorder, when all of these genres in their natural performance as duets had almost 
completely disappeared from the collective memory of the people. 

As N.A. Lavonen noted, that the yoiga of the Northern Karelians may have been performed in 
duets when “one utters the words, and the other accompanies with the voice” (KE 1993: 31). They 
may have also been performed by a large number of participants: “You, auntie, just say the words, 
and we’ll yoigat,” girls asked an older woman to speak the text of the yoiga [Ibid]. Joint singing was 
also reflected in the texts of the yoigas: 

“Let’s begin, blueberries, to yoigat, 

Or also, geese, to sing. 

What will we sing about then” (etc.) (VK Y 2000: no 12). 

The appeal not to one, but several girls, indicates collective performance. 

In the 1960s-1980s, Karelian scholars no longer encountered yoigas in joint singing, but in 1915- 
1922, A. Vyaisyanen recorded them on a phonograph. Like the Sami joiks, the Karelian yoigas have 
long choruses, sung with asemantic syllables. There is also a lead singer among the performers, who 
starts the song and ends the song alone, and the second singer in the taking-up part, emphasizes more 
intensive upper section of the sound scale. But, everything else between them is different. Karelian 
yoiga is performed with an extremely slow tempo within the range of a fifth, while the melody line 
almost exclusively advances conjunctly. There is also another feature; however I am not sure how 
typical it is. In the example of the studied yoiga, the voice of the second singer sings an octave higher 
than the lead singer (ex. 2, audio ex. 3). 

In my opinion, with all of the indicated features, this Karelian yoiga resembles Russian “zna- 
menny chant’: according to my theory, due to the fact, that for a long time the Northern Karelians 
were Old Believers, who sang znamenny chant i.e. monodic chant. Singing in octave interval after 
the lead singer also took place in Znamenny chant. The taking up in this case is heard even more 
distinctly. 

Among the northern Karelians, yoiga has the function of a lyric song. Dominant theme is parting 
of a girl and a boy, either because he is called up for military service, or going away to earn money 
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for the wedding. Therefore, it is not surprising that the musical appearance of the yoiga is close to 
wedding lamentations of the Northern Karelians. Just like the yoigas, the Karelian lamentations may 
be performed at a wedding by several singers, but here their number is regulated: either two or three, 
usually two peformers. N.A. Lavonen, who is very interested in the Karelians’ joint singing, docu- 
mented this fact in 1979, and described how it happens: two or three married women or widows stand 
by the bride, sing lamentations on her behalf, with the request to do something required by the ritual, 
with gratitude for the gifts and so on (Lavonen, 1989: 53-55). 

The Karelian lamentations have completely asymmetric, practically prosaic texts, conveyed by 
very long speech periods. In this form, lamentations were performed, mainly improvising the text. 

It is not easy to understand how one and the same text can be sung here. Lavonen attempted to 
uncover the secret of this from the locals, and sometimes received very precise answers: 

“Q.: How did two singers lament at the same time? 
: You can yoiga in twos and lament together. 
: How did they lament in threes? 
: They could do everything in one voice <...> One led, and the others followed. 
: How could all three women lament in one voice? 
: They were already used to it. They did everything in one voice, they knew all the words. 
: Did they mourn for the dead in twos? 
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: They mourned for the dead in twos, or in threes, but not together, they chanted together at 
weddings” (Lavonen, 1989: 53-55). 

From the performers’ answers it is clear that local women strongly stood up for joint singing 
tradition of lamentations at weddings, and did not say that the text was improvised, but that the singers 
knew the words well and emphasized monodic nature of singing. 

Lamentations differed from yoiga by the lack of refrains and asemantic syllables. The entire text 
of lamentations is meaningful. They are sung, strangely enough, in a more lively way than the yoigas. 
The silencing of voices in lamentations is sometimes longer than in yoigas, and in these cases it is 
probably connected with the necessity to listen to what the partner is singing, and to join in on the first 
word of the following familiar part of the text (ex. 3, audio ex. 4). 

Another difference is that in lamentations, there is rarely any divergence of the voices in inter- 
vals. This is regarded as completely coincidental, and I would not consider such examples as a mani- 
festation of heterophony. Here we can see no focus even on the smallest recognition of polyphony in 
the vertical, but only that the text, both lyrical and musical, in these lamentations is not actually solid, 
and the song has not established itself in any more or less stable form, even if it allows for variation. 
These intervals do not cross out the principle of unison-taking up joint singing, to which the north 
Karelian wedding lamentations are subordinated to the same degree as the yoigas, when they are sung 
together by two or three people. 

We will now move to the genres with certain poetic meter and an established form of melody. 
The sound recording of the epic song //ya Muromets and the Hawker, made by D.M. Balashov (author 
of historical novels and a folklorist) in 1964 in a village on the Pechora River (Komi Republic) from 
a family duet remains unique. This song, like many others in Pechora, is sung in a one-line tune. The 
singing of the tune is started by a man. Later, a female voice enters with the first accent, and both sing 
to the final accented syllable, after which the male voice falls silent, and the woman sings the remain- 
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ing syllables of the verse in the clausula (fig. 1). 

In this case, the main role is also held by the singer who makes the verse, but he does not fin- 
ish the tune, but the voice which enters later and takes up the initiative, and remains alone when 
the melodic line must be finished. Of course, in the performance of an epic song by a duet from the 
Pechora River, one significant difference may be noted: their joint taking-up singing is no longer in 
unison. Features of regulated heterophony can be heard in them, or perhaps the rudiments of Russian 
podgolosochnaya polyphony (ex. 4, audio ex. 5). 

The sound recording of this epic song is unique, but the type of taking-up singing itself, which is 
now hard to call unison, is much more widely distributed in North Russian epic tradition. This is con- 
firmed by the examples from A.D. Grigoriev’s epic song collection, who also recorded phonograph 
rolls, which have unfortunately been lost. Only transcriptions, made by I. Tezaurovsky, have been 
preserved. B. V. Asasfiev insightfully pointed out their textural differences from the podgolosochny 
song type, characterizing the latter as “wonderful example of the supporting voices of the austere 
artistic-archaic type” (Asafiev, 1965: 21). In the vertical of the epic song example from Grigoriev’s 
transcription from a village on the Mezen River, the sense of a third as an interval that organizes har- 
mony may be felt. But the nature of unison — taking-up singing manifests itself here most strikingly 
of all, bringing the way that this song was sung to the singing of the Sami and Northern Karelians 
(Grigoriev, 1910: XXII) (ex. 5, fig. 2). 

The time limitations for this paper do not allow describing the unison-taking up type of joint 
singing among the Samoyed neighbors of the Baltic Finns and Russians. This was documented by the 
first researchers of the language and oral poetry of the Nenets in the early 19" century. But the materi- 
als presented in the paper make us turn once more to the collective singing of the “Kalevala” runes, 
and add some nuances to this issue, which constantly arise in Finnish epic studies (Leisi6, 2004: 45). 

The method of singing runas in twos is reflected in the very first song of “Kalevala”, and in the 
“Travel Notes” by E. Lohnrot about his expeditions to find runas. The process of this joint singing 
was described in more detail by D. Comparetti, who in his elucidations relied on the works of Finnish 
folklorists, the most distinguished of whom was J. Kron (1835-1888). 

Just like epic song, the Finnish runa belongs to the genres with strict poetic meter and established 
tune, symmetric to the poetry. The procedure for performing runas in twos, when the singers hold 
their hands, touching each other’s knees, and swaying, begin to sing the runa, includes the following 
moments, according to Comparetti: a) the start of singing the poem by the lead epic singer (paamies) 
— the one who brings the words of the runa out of his memory; (b) in the second half of the line, the 
partner (keralinnen) joins in, and for a short time, they sing together on the last syllables of the line; 
(c) repetition of the sung line by the second singer alone, while the first is silent, remembering the 
next line (fig. 3). 

In certain cases, depending on the distribution of syllables in the lines, the second singer, re- 
peating the song alone, could add the word “sanon” (I say) (Comparetti, 1892: 66), confirming the 
authenticity of what the first person said. 

It is most likely that in the zone of joint singing in the runa, there may be unison combination 
of voices, as this is how the vertical was organized in the above-studied genres of the ethnic music 
of the Finno-Ugric peoples. Taking up the initiative in volume remains the most striking feature of 
joint singing, while in epic song, alongside this feature, regular division of voices into intervals is 
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encountered. Epic song and runa are also close in joint singing by the fact that singing the verse in the 
melody is completed by the second assistant singer, while in the yoiga and wedding lamentations of 
the Karelians, the lead singer finishes the tune. In epic song, the necessity to rest for the lead singer is 
dictated by enormous texts, to be remembered line after line. 


KK OK 


I hope that the demonstrated material will convince you that we are dealing with a rather well- 
established and definite type of collective singing. This is far from being a simplified performance of 
a song in an unreliable form (without accompaniment, harmonic texture, etc, like in today’s life), but 
the only method of collective performance that is possible in certain ethnic culture, or only in certain 
genre of songs with a lengthy historical life. And now back to the issue raised above, why this singing 
was not previously noticed as a type. 

As we know at the first stage, recording folk song was directed towards verbal text, and this was 
the goal (it is not cancelled by previous folk song anthologies with musical notations). Then another 
goal was recording one-part singing, as a result of which the European systems of melody cataloging 
arose, which was designed specifically for monophony. Interest in polyphony was also seen at this 
time, but not in all the countries where folklore studies developed. And at least in the main world 
directions, the study of polyphony appeared in ethnomusicology much later. This delay of scholarly 
attention has had a negative effect on the understanding of the phenomena of ethnic music that my 
paper deals with. I will give some facts. 

A valuable and very large phonographic collection of Sami joik was collected 100 years ago in 
Sweden by Karl Tiren (1869-1955) - a classic of folk music studies. Of the over 550 recordings that 
he made, more than 40 (i.e. almost 8% of the entire material) contain songs by two performers, and in 
rare cases by a larger number of performers. All of this was documented in the cards of the recordings. 
In 1942, based on Tiren’s materials, a sheet music collection of joiks was published. According to the 
scholarly ideas predominant at the time, all the transcriptions of collective singing were presented in 
the notations as one-voice melodies. The unison, which really did exist among the Sami in the form 
of voices taking up the song and breaking off, was leveled (Tiren, 1942). 

There is an even more intriguing story about Finnish runas. Comparetti’s precise analysis of 
the sound of runas in collective singing required direct observation. The need for the latter arose 
in Finland only when comprehensive scholarly studies of the “Kalevala” began — i.e. in the 1870s- 
1880s. In 1894, taken was a photograph of two singers holding each other hands, as required by the 
performance of the runas in twos, and this confirmed the reality of the joint runa-singing performance. 
Therefore, it is reasonable to assume that joint singing of runas could be encountered at the very end 
of the 19" century and the beginning of the 20" century, when important collectors of folk music such 
as A. Launis and A. Vyaisyanen began their activity, and the phonograph was introduced into the 
folklorists’ field practice. But in their published works there is lack of runas in such a performance. 

What happened? It cannot be that after 1894 the tradition of singing runas in twos suddenly 
vanished without trace. In subsequent publications of runas as authentic folklore texts with melodies, 
there were no examples of recordings in twos or in the form of verses sung twice by even one per- 
former. The interest in the melody exclusively, and not in the score of singing, meant that in the case 
of runas it was not possible to reach an important horizon making it possible to understand the general 
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rudiments of the musical culture of North Europe. And perhaps a step in this direction could be made 
by the hypothetical inclusion of runas into the traditions of “unison taking-up singing”, encountered 
among the Baltic Finnic peoples and their close neighbors. 


Translated from Russian by S. Patterson 


Notes 


' This paper could not have been written without the scholarly support of the research officer V.P. Mironova 
(Phonogram Archive of the Institute of Language, Literature and History of the Karelian Scientific Center of the 
Russian Academy of Sciences), Adjunct Professor, Research Fellow of the Academy of Finland Jarkko Niemi 


(University of Tampere) and Doctor of Philosophy, Reseacher Marko Jouste (University of Tampere). 


? Joint singing is a term proposed by Ye. V. Gippius in the 1940s for the general characteristics of folk singing by 
many voices, instead of the term “polyphony” (Gippius, 2003: 166). In the ethnomusicology of Russia, this term 
is preferred for singing with combinations of voices or parts which are not connected to each other by contrapun- 


tal relationships (Yengovatova, 1997). 
>This must be emphasized, as there are numerous attempts to link Scandinavian joiks with jazz, or with songs 
accompanied by guitar or a pop group 

References 


Asafiev, Boris. (1965). Rechevaja intonacija (The Intonation of the Speech). Edited by Orlova, E. M. Moskva- 


Leningrad: Musika. (in Russian) 


Chominsky, John. (1975). Istorija garmonii i kontrapunkta (The History of Harmony and Counterpoint). T.1. 


Kiiv: Muzichna Ukraina. (in Russian) 
Comparetti, Domenico. (1892). Der Kalevala oder die traditionelle poesie der Finnen. Halle: Max Nemeyer. 


Engovatova, M.A. (1997). “Osobye formy sovmestnogo penija” (“The Special Forms of Joint Singing”). In: 


Zhivaja starina, 2. 


Gippius, Evgeni. (2003). “Melodicheskij sklad, myslimyj vne garmonii i taktovoj ritmiki, i melodicheskij sklad, 
garmonicheski oposredovannyj” (“The Melody that is Imaginary outside Harmony and Time and the Melody that 
Pass through Harmony”). In: Materials and papers to the 100 anniversary of E.V. Gippius. Edited by Dorokhova, 
E.A. and Pashina, O.A. Moskva: Kompozitor (in Russian) 


Grigoriev, Alex. (1910). Arkhangelskie byliny i istoricheskie pesni, sobrannye A.D. Grigorievym v 1899 — 1901 


226 Mikhail Lobanov 


gg. (Arkhangelsk Epic Songs Collected by A.D. Grigoriev in 1899 — 1901). Vol. 3. The River Mezen- St.- 


Petersburg: Publishing House of Emperor Academy of Sciences. (in Russian) 


Jordania, Joseph. (2006). Who Asked the First Question? The Origins of Human Choral Singing, Intelligence, 
Language and Speech. Tbilisi State University, Logos. 


Stepanova, A., Lavonen, N., Rautio K. (Editors) (1993). Karelskie ioigi (The Karelian loigs). Petrozavodsk: KNZ 
RAN. (in Russian) 


Lavonen, N. A (editor). (1989). Pesennyj folklor kesten’gskikh karel (The Folksongs of Karelians from Kestenga). 


Petrozavodsk: Karelia. (in Russian) 

Lobanov, Mikhail. (2011). “Sovmestnoe penie vepsov i arkhaicheskie javlenija v culture narodov Severa” (“The 
Joint Singing of Vepses and Ancient Phenomena in the Culture of North Peoples”). In: Riabinskie chtenija-2011. 
Materials of the sixth Scientific Conference. Petrozavodsk: Kizhi. (In Russian) 

Lobanov, Mikhail. (2011). “Joint Singing of the Vepses and Archaic Phenomena in the Peasants’ Multipart Singing 
in the Baltic Countries”. In: The Fifth International Symposium on Traditional Polyphony. Proceedings. Editors: 
Tsurtsumia, Rusudan & Jordania, Joseph. Tbilisi: International Research Center for Traditional Polyphony of 


Tbilisi State Conservatoire. 


Leisi6, T. (2004). “The Runo Code. The Finnish Epic Folk Song Tradition in Finnland. Inspired by Tradition”. In: 


Kalevala poetry in Finnish music. Jyvaskyla. 


Tirén, K. (1942). Die Lappische Volksmusik. Acta Lapponica III. Uppsala. 


Audio Examples 


Audio example 1. FA KNTS - Fonogramarkhiv Instituta jazyka, literatury i istorii Karelskogo Nauchnogo Tsentra 
RAN [ Phonogramarchiv ....of Karelian Scientific... of RAN]. 


Audio example 2. Joik — The Magic of Sami Yoik N.-A. Valkeapaa - Finlandia: 3984-22112-2, (CD). 
Audio example 3. Pechora — disk D 025677/78. 
Audio example 4. Samiska — Samiska réster: Karl Tirén’s Phonograph recordings 1913 - 1915. CVCD (CD). 


Audio example 5. VKY 2000 - Kelkettelyeanija eli. Viena Karelian Yoiks. ISRC FI-KM8-00-00001-18 SKSCD 
4 (CD). 
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UWyMsM0 1. b4qds Lodmg_moes6 ,,ag~as 8744Md]30 Ed ImbseaM|*. hsGFgMo~@os ~w. 9. ds~sdegob 
dog% 1964 Goer 


Figure 1. Figure from song “Ilya Muromets and the Hawker”, made by D.M. Balashov, 1964. 


a | es 


LyMsm0 2. ,,ASIMAMIZ]~mO ~jbolobqjMo Lodegmob~ Hods0b g803q%0 bodmgms Mezen’river. o. 
BHbSqMEZbZ0b bobrer AsbsFq%o 
Figure 2. The recording of this epic song Mezen’river; the type of taking-up singing. Only tran- 
scriptions, made by I. Tezaurovsky 


So ee 
em Sm am oa a am mo mma Se ee ee oe 


UyMsM0 3. RMsad96H0 Roby\Ho Gy7b63035 
Figure 3. A fragment from Finnish runa 
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Isgvcom0 1. Val’gon goui’ka 
Example 1. Val’gon goui’ka 
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Isgomonma 2. 784707079360 00730 
Example 2. Karelian Yoik 
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Isao~@on0 3. Kasten’ga (39903), 0G0@~0 
Example 3. Kasten’ga (Karelia), Lament 
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Isgsmona 4. acras A460930 3 b3bogG0 
Example 4. lia Muromets and the Hawker 
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Isgvcomo 5. Mezen’ Bylina 
Example 5. Mezen’ Bylina 
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ANDA BEITANE 
(LATVIA) 


TRADITIONAL POLYPHONY IN THE OFFICIUM DEFUNCTORUM 
IN NORTH-EASTERN LATVIA 


Introduction 

There are several Latvian regions in which traditional music exists in an unbroken tradition. In 
all of these regions both ancient and more recent-origin traditional multipart harmonies are richly 
represented. 

This paper describes and analyses vocal polyphony in one of the most vibrant areas of Lat- 
vian traditional polyphony, located on the north-eastern edge of Latvia, by the Russian border. This 
tradition was drawn to the attention of scholars fairly recently — only at the end of the 1980s, when 
Martin Boiko began systematic fieldwork in this area. Soon afterwards, in the early 1990s, Boiko was 
joined by the author of this paper. The results of fieldwork revealed a surprising diversity, whereby 
it was possible to document various specific forms of recent-origin harmonic polyphony alongside 
examples of more ancient drone polyphony. Multipart singing with a solo upper accompanying part 
was particularly notable, and in the very early research stages was suspected to be associated with the 
local practice of singing Catholic sacred music. Over almost 20 years of research, we have not been 
successful in identifying concrete facts that could prove or disprove this theory. Occasionally it has 
seemed that, to the contrary, the polyphonic characteristic of folksongs could sooner have influenced 
particular styles of sacred singing, because the singers are one and the same both in the field, at wed- 
dings, and in church. 

This conviction was strengthened as a result of searching for parallels between traditional types 
of multipart singing and the local practice of singing Catholic sacred music: where it is difficult to 
draw a line between the sacred and secular. This realization caused a revolution in the research of 
Latvian traditional music in the 1990s, because until then it was customary to regard the vocal reper- 
toire of Latvian traditional music to be constituted only of folk songs. During this time, both above- 
mentioned Martin Boiko and the author of this paper often introduced their public lectures about 
the traditional singing of north-eastern Latvia with the explanation that in this region the repertoire 
of traditional music was constituted of not only secular, but also sacrad music, and therefore it was 
important for ethnomusicologists to finally turn their attention to sacred forms also. 


Types of Sacred Traditional Music in Eastern Latvia 

Throughout the whole of eastern Latvia, in which a majority of inhabitants belong to the Catho- 
lic faith, two sacred singing traditions are encountered alongside the musical practice involved in 
church rituals. These traditions are not directly related to the activities of the church, and they are 
practised without the participation of a priest. One of these is singing in the outdoors by a crucifix 
during the month of May. These are curious instances of public worship, during which prayers are 
said and songs are sung from prayer books, to honour the Virgin Mary. These song melodies, although 
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originally the work of a composer, have become folklorized and are inherited through the oral tradi- 
tion. Up until the middle of the 20th century, evening singing by crucifixes, which were found in each 
village precisely for this reason, was held every night in May. Irrespective of the efforts of the Soviet 
occupying powers to interrupt this tradition by destroying crucifixes and banning this type of sing- 
ing, it continued in secret, although not with the same intensity — in graveyards or sometimes also at 
home, where crucifixes were hidden. After regaining independence in the early 1990s this tradition 
was revived in many villages and it can still be documented today, although typically the singing only 
occurs once or a few days a week, sometimes even more infrequently. 

The second tradition is Officium Defunctorum or Prayers for the Dead, which in the folk tradi- 
tion is called psalm singing, and has existed in this area at least one and a half centuries in the oral 
tradition. It involves prayers, which last for around one-and-a-half to two hours, which are performed 
mainly at home. Similar to the above-mentioned practice of singing by crucifixes, songs are sung from 
prayer books, in which, as is customary, only the words are published. The melodies and multipart 
singing style is inherited from generation to generation through the oral tradition, and subsequently, 
are sung “by heart”. More experienced singers often sing the words by heart as well, irrespective of 
their large number, but they still hold song books in front of them, because this is part of the tradition. 


Officium Defunctorum 

The starting point for the study of this unique phenomenon is a recording of psalm singing from 
north-eastern Latvia, which was recorded in 1995 by the author of this paper with the aim of including 
it in an anthology of Latvian traditional music. This was immediately followed by systematic docu- 
mentation and study, which is continued today by Martin Boiko. He describes Officium Defunctorum 
as prayers, which are usually performed by clergymen in Latin and admits that it is surprising to en- 
counter this phenomenon as a part of the traditional repertoire of eastern Latvians, which has existed 
since the late 18th century. The prayers are sung in the native language of the area, and are partly 
inherited through the oral tradition as a folklorized phenomenon, the same as folk songs — without any 
outside influence (Boiko, 2012: 14). Boiko considers the adoption and strengthening of this tradition 
in eastern Latvia to be linked to the work of the Jesuits, and attributes the beginning of its spread to 
the publication of the prayer book Nabozenstwo ku czci y chwale Boga w Trojcy Swietey Jedynego [A 
prayer book in honour of the God of the Holy Trinity] in 1771. This book was compiled by the Jesuits, 
and within it the prayers, songs and instructions in the faith are published in Latgallian, the language 
of eastern Latvia (Boiko, 2012: 16). 

Psalm singing for the deceased has a very significant place in the traditional music repertoire 
of eastern Latvia. As Boiko writes: “it is something that belongs to home life. The same as death 
itself’ (Boiko, 2012: 14). Most likely it is this aspect, which is the reason why the tradition continues 
in many places today. It can have a number of contexts: one of these is before the funeral, when the 
body of the deceased is still at home, kept in a side room or another household building. During this 
time, psalm singing is performed, usually in the evenings. Another context is the yearly anniversaries 
of the death of a loved one and the “commemoration anniversary”, which is organized each year by 
families for all of their loved ones who have passed away. Once a year the Officium Defunctorum is 
also sung in church, on All Souls’ Day on 2 November, and in cemeteries during annual cemetery 
festivals (Boiko, 2012: 15-16). 
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It seems that psalm singing for the deceased is specifically a women’s tradition: in fieldwork per- 
formed up until now there has not been any indication that men have ever participated in psalm sing- 
ing. It should also be noted that in north-eastern Latvia polyphonic singing is traditionally a women’s 
privilege. Statements have been occasionally recorded in interviews that men also sang earlier, but 
that male singing was functionally associated with various specific celebrations, when singing oc- 
curred in social circumstances around the festive table. Psalm singing, the same as the ancient drone 
songs and the rest of the polyphonic repertoire, has been held in the hands of women for a long time. 

At home, psalm singing usually occurs in the living room at the table, which has been decorated 
with a white linen tablecloth. Lit candles and a crucifix stand on the table, and also often rye bread 
and salt, symbols of blessing for the home, are placed beside these. The singing is begun and led by 
the lead singer, who is joined by other singers. In a number of cases two groups of singers have been 
observed, and in these instances, there are also two lead singers. Each group sings in turn. The number 
of singers tends to vary, although commonly one group of singers is made up of five or six singers. 
The style of psalm singing can be described as very powerful. Singers have admitted several times 
that the delivery requires a lot of strength. 


Polyphony 

Polyphony in psalm singing occurs in the usual way that it is created in traditional music — this 
depends on the composition of singers, their strengths in creating polyphony, and on local polyphonic 
traditions. Excluding specific instances when they are sung in unison, psalm singing in north-eastern 
Latvian villages usually represents harmonic polyphony. This is most commonly two-part singing in 
parallel thirds with episodic three-part harmonies, although a number of examples demonstrate also 
three-part singing with triads and episodic four-part harmony. Isolated instances of singing in unison 
occur when for some reason there is a lack of singers who can sing one or more lower parts, or be- 
cause the singers feel uncertain when a recording is being made. During fieldwork, for example, there 
was an episode when after two hours recording singing in unison, I asked “do you always only sing 
in unison?”, and the singers replied: “No, we usually sing in two-parts, but today we decided to sing 
in unison, because we feel safer that way”. 

Considering the fact that in various instances the singers create polyphony in psalm singing, it 
becomes appearent that here they are using the same methods that we encounter in their secular rep- 
ertoire. The core of polyphony is created by two-part harmony in parallel thirds, which is more or less 
episodically supplemented by a third — lower — part, which is created a third lower than the second 
(middle) part, and in some instances a fourth — bottom — part, which is sung sporadically, a third lower 
than the third part. As a result, a triad is often created in the vertical alongside the third intervals, and 
in some cases also a dominant septachord (ex. 1). 

This example leads one to consider mutual influences and processes of cross-fertilization, which 
become visible when comparing this example to polyphonic folk song transcriptions. In this way, for 
example, the rhythmic motif marked in the third bar of the transcribed fragment of psalm singing (ex. 
1) completely (not just in terms of rhythm but also melodically and harmonically) matches with the 
motif that can be seen in the following transcription of a folk song (ex. 2). 

This is not typical for the folk song repertoire in question and appears only in one of the recorded 
versions of this song. Therefore it is interesting to encounter an almost identical motif in psalm sing- 
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ing recorded in a neighbouring village. In turn, in the second bar of the first example, the highlighted 
motif suggests the opposite process. In the first instance the harmony that is created, thanks to the 
melodic line of the lower part, may seem strange, too “secular” for the style in question. It is possible 
that it seems this way because this harmonic order is very typical for the local instrumental music 
repertoire. In recorded instances, when this order appears in vocal polyphony, it is usually associated 
with the fact that the singers of the lower part are also musicians, who apply their harmonic experi- 
ence of playing to building the song’s lower part. 


Conclusions 

Analysis of polyphony in the psalm singing of north-eastern Latvia therefore confirms the fact 
that the thinking of the singers, influenced by traditional music, is at the foundation of not only its 
harmonic, but also its melodic and rhythmic structure, and in this case there is no difference whether 
they are singing secular or sacred polyphonic repertoires. This analysis also offers the long-sought 
answer to the question about the possible influence or at least the relationship between the singing 
practice of the local Catholic Church with one of the most interesting forms of harmonic polyphony 
in this area — multipart singing with a solo upper accompanying part. 

This type of polyphony is represented in the folksong repertoire, which traditionally has been 
functionally associated with women’s singing in spring and summer evenings outdoors, during col- 
lective farm work, during the summer and winter solstice and at weddings. A specific characteristic 
of this type of polyphony is the solo upper accompanying part, which is sung very powerfully and 
loudly. Singers also call this style of singing “yelling” (ex. 3). 

Polyphony here is built up in the same way as described when outlining the transcription of 
psalm singing (ex. 1). The only difference is the fact that in psalm singing, the main melody is found 
in the upper part, while here it is located in the middle part. However, one cannot fail to notice a sig- 
nificant correlation, that is, that the lead singer of psalms is also always highlighted on the backdrop 
of the other singers: she sings more loudly than the others and the melody that she sings could just as 
well be equivalent to the upper accompanying part, if we were to compare an example from a relevant 
repertoire. 

Therefore it is possible that a connection exists, and that it is very direct, and its roots can be 
found in the late 18th century, when the purposeful actions of clergymen began, teaching the inhabit- 
ants of eastern Latvia the Officium Defunctorum. It is probable that it is able to be explained as har- 
monic polyphony, as a dominant form of musical thinking in the whole region of eastern Latvia. Over 
time, and on this basis various local forms of harmonic polyphony have been created and developed, 
from which many also continue today. 
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Example 1. Fragment of psalm singing in north-eastern Latvia. Recorded by Martin Boiko and 
Gita Lancere (1999). Transcribed by A. Beitane 
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Example 2. Fragment of transcription of a folk song. Recorded and transcribed by the A. Beitane 
(1994) 
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Example 3. Multipart singing with a solo upper accompanying part. Recorded by Latvian Radio 
in 1988. Transcribed by A. Beitane 
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3M3bOM asdeorgnb gsm. M300 bsdydomb boddodob asdeo, mgJbb] HoJHo FoMderjweagbgera3 30 
ayo. Aqdsboe~9ddo (Jeogbs C3 30M, 0, 9609, 9609, 333, geogbs 3s 300 3 0) boas (Ij- 
B9EH] wobs3m~qm gyGo0sdo) — zoek 63330~se@ OMI] yoGocob symrmog6ebg6 (G-jeesdg, 1971: 
32). sfqe@s6 asderdenbsM9, KmgagMmo 933e~g3G0b (gd Bbg0d97, Iserbsb 94386009) dogh 
Lodmg@s geogbsb (39bsb) yoGag geogaberboes6 ImdIeabsHymdol 385%] gsdeooJd-qjmo Z386sqje0 
LoMFA-jbme 3394376900. Agbsdeoms, 9d Gogb mobqmdo BqdmMHhjba~o bsZo0b v6 bomgZ bor dseob 
SderbsOM]Z0 F7077b473 937I.BOM. O'QOJ{mO ao3erg60b IJobg Jomorj~ Imbsbergmdsdo JOob- 
GOI86{~O —M3Z3{0MO AMMHd-JEroab 159 ]%01498TO _ ,,3.54393989" gsbbszqnM7djero Ibod3Z6g7~mmdols 
R3dJG9E qlES JogohbomMm. ~mogsbob bamdsdo (Or_MJqmo) ARZbZM7b0 h37bqdqjMQd0 34338 bo- 
I{IGSL —M_dE] sbHj~gd96 (Bocrsydsdg, 2002). 

Gbs@os, Loggerdo Cwogmoabsb, FsdHob goGIQImg~@obsb bomJdgmo yoMosergbsb Fyerdrs 
L8 MOHI{MO I6.%7 AgbOL IrdMsmdobos6 G7bsdI_d4eM0 ofoGdM~s. Ibas3b bodydL bodq,%9- 
do EEL sbsmo Foal (OdZo38Ms8@ Gerda) Dobserm39O 38H E9384 Asdegmobsb sb 7~9d96. 
sbodbjemro Abg~qemmds XVIT Logg yoo oGse@oge dobombg{Mb, Mgsnobg~m db — sMJo- 
BxQe~e mosddj_MGob Eg®oemyMs@ ofgb sePGfghomo (msddq%@Bo, 1938: 137-138). G6mso~os, 
49 IMIM_{MZSL Z5dmoM, 8MOF 77MM E83 Y3Zd30~ Jd0M TadIZyer0 Aohow~s30(3 Es3Jrbeom 
Gomdy. smo~momedabs ws kbsb] LooMy~mob Ibgs3bs@, joMosmgbsb InJdqeQd0 Lober30a,gbo 
Ro BAM’ 9AGerggb696. 

» — 890, Isb30bdQ~me, 390 399@9, / S63 Faw’ deogorrn3s3! gb dgge@o wes bb3s — 
sbsea!/ Logqnmom gsobsMg!/ 39M go3e9degb JddS30 wo I%s330M0! / B760 dg~eg~mo — Emdols 
8343300 sogbeb! / 760 dsMs6o — EgZ06am sogberb!/ JB760 933960 — wsem(gzogro / Aq60 
L0dIF.gg3I~@gero — sdmdFyresGo!/ Ib ayqoqjera or gg93b — dagefom’ Bzo0esb Frosdeg!/ Bows 
7 393k 30607 — BdZ0EMdaM LsAdH7bRdMEQL! / gHoo 3097 ~wsdodsh7 487693399 Raerby! 
— sbgn09 9d boobsmFmm do~mey3g3ob Loy309Mo HyJbAgq0b JoHo-yemo msHadobo. yoMoserzbsb 
Z9M096Gqd0b BqeEIM{d9 Lodm_MHob agvb6go0msMAb0b gi)939d%] (5330MZ9d0b Lodqjosempdsl g39de~r9g3b 
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(dsg. 1, 2). 

Jgmgg06 fomsbs3ob (36mdom, Agdsbogro yoKagergobeb baxod-mbb3347b 3BqMbyErd0(3 ob- 
Imes, Gmdg_mbsy3 gerasmdal (sdobeob E3ms7d0b) EE_bsbGoymy sboqje~gd@b696 (AuTanaBa, 
1987: 49). 

53960960988 SA3803e bsebob dog TByJdbo~ro bob yHo JHobsosby~r0 EEbSLGoy~mo- 
JobGJMoss, GmI~moal gv6-qjyrxgm bsfor~mb GoM3s ws IbobAMQb0b eEsbbOy~b bob-yerogme~ 
SoM0b egemmdo sfhaqha, Jobngob 47b93960 R{OMHdom ImbsFomgmds Fomdmseaq6b. ob, Ged 
3960960088 bseobals dog EsMbydyjmo CEEgbbFoqmos, sdsb9q omsby Kmbodgs yoerqbesMa(3 
IQHYZIEL VOL. 09 yoergbeMab dobjeEZ0m, yZ0Msybog~mmdob Dqdegerda 330Hab y3{9@ms weEdgb, 
MMHISdIHOb 338HE5, dohxFo~o ofgb Lsggemgbar eEeEgbsbGsjye@o (3939¢r0d9, 1957: 279). 

§3960960260b weegbsbGoqmo djbodsob gobsbegdob, goboybymobs396 Agderd@-qnbgd-jemo 
Bs:InHOb — djbomdal 3_MoMEL 93M63939. Msgob I6H03, MOG jo~mo docmos6 3393b boobsmFrom 
Fgb-6397909d9db573, LoeEs(3 gdHbsgqjmMdWro seEgzo~mo 33073 Lb, Hob, hoho~ws3b (bssbser- 
From@ derho ye bb) qjyogos. serdsm sdoeodss, od joGosemgbsb A396b bBoerM sHbydqero 
Gb6Ms 39Mos6Go@s6 — Mobo LFMM{E I7QM Aero LoobsMFrms, Modqmos abSmbs30Mo sbs- 
MSO Sdz5M9E 43~M HL 393d0OL boy {Mb AW Fymdob bodyIgGdm36. goo bodydo — odQH Amo 
Gascogbe Wess oder Mb yeMseo sHalb CsmafboMpdyowo (Hs ~eamdsa. 2). 0fOrdsn, 9b 
JOOP QI, BIN OYRLOR QB JIL “IR fo) 388 a 
RoJGo 39MZ0 shHajdZbGo5 Lsderdom ws Lom@gmdm LodegMdob ghHma Fysmes6 derdeoob- 
LHJM0b IB Z039d0b3m30b (MsddsJod9, 2004: 242), boeom dsm AVG Aerosol boyqmbye~wm 
Fgbo, jreome, Gogqjo~mob GoMdIsMorqmo bsbow@s6 IomdeobsJd5%] 9o33960069db. Heda bod- 
29MH7d086 gsdergemabagma abAmbs3a-3Mo JMHo036Md3(3 bad~VdQd0b Ladgqmobs Es bsymoRagMJdob 


37167 Jd086  zo3doMabs EsdsosbsjM|dgmos. 

5396090060b EEpbLGoymob ymdserg-qjMo, A7rosHZd0M0 ws Lobsgd-jMO 330939 bod-qjoeg- 
dob g30dmggb FoMdmgoego6bmn FsMdIsmo ema Fob-H37yemgdqd0b JHobsoshjmom hsbs33erqd0b 
ApVo-nHa 860r37bo, bs6gHdmogZ0 obmMaq~mo 87Hompeab dsbdo~mB] MZs~Mo 35390936mMM boghe~ 
L8 LsgZe@gbor FBGseoa73097d0b MsbsMbadmdob, Zo33cr0mMM JHMs86 AqjboZ0~qjM 3066 %mdog%9- 
493%] sagdqmo IMs30e~bdosbo Lsgsmmdmabs E8 byeMb AHO Lodmgmalb qjMoogMododsMogoob 
Go30mbgd0, 93939, KmgoqMMo bsbodm_Hm bod-ydob aqbybobo ws _3ImMmqjQ300b bo. 

og,363,96- avbboergsb bogoMmgdb GoGqsemrob gmobjH Lsdysorbosb dadsMogdobs ~s yo- 
Gag geogobebob ss6g0l s0%sbGojG-JoMojcmo ssHsmgmpdol bogonba3. 


P.S. bob sdmdoMgz0bb LomJdgqero bodWdob Msgobgd-qM_dQ60b ‘B7bob7d 6376 dog% gsder- 
HJI3MO Z9Ms‘VO 5g 30Eb8)4Hs 2013 Fg bofoMagqrmob’ Gse@omb 9HJo3do smdohyboeds 
RsbsGgOds (sqj~e0ds2,.. 3). 


9960936930 


1 94 mg0embsbHabon boobGgQMgbos XVIL b. oGseagea dobombgHob — Eb ZGobHqg_MH- eq ZobAgerols 
RsbsbsGo, GmdIA{MA’?; djZgb EMsb6eEOb Lsgsob3m3obo BosdHob y3mbby sbsbs3b (gob&ge0, 1976: 477). 


2 Logo bsQ{byerer b3oGGB-70 039894780 b9J8GZ7EPMGoO EM9d@] 0934733 (Asgs@monse, 37{%00b borg. 


250 — bo6e Asbssdq, G06 ~sdds‘odg 


Aq_b’{MOL A3bMZH7IMS B7XdH0 230MbI3 SHOL sMdjkeo~@o). 86 sHOb agsdIMMa3Zbj~o, Gd (36mdo~@o 
MMGBd3Mob — 39M~r3d Lodmbodgo~mob dog gHM-qHO LsdfKergjS MmModoseEsby Go@agbogro bodegms 
89600b 38836923983 (303967509, 1984: 284) LGmmH_e sda38%0 MsdIsSdZ0b EHO’ IA_bsLGyergdqeo s6- 
803M6H0 Bgdsba~gdobs E85 abAmbsyogd0b szobdZob Bgega,0 ymo3o~oger. 


° Log-qjrrobbdos, 4d bob sderdoHZ30b BMHI:eE0(308b bob CsMa30b BMse0G30373 sbMes — smeamdob Gobs 
LEAL IsdoZ03b do~ol Ag7bsdvG7de@moe dqjbs 96 (93630 qbeEs woqman. 


i I6jEZgG~med9dO 339434 E. SHsyODZ0mMob, 3. gOgohab, 9. bmMHsgeb, 9. goMsgsbodob, Ee. B-ymemosdz0mob, 
6. Agqemoadob, 9. Bab bsoDZ0~mob, 6. IsbsMsdob dogh H—BoM|dqevo body dqd0. 
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NINO GHAMBASHIDZE, NINO MAKHARADZE 
(GEORGIA) 


CHVENIEROBA FESTIVAL AND TRADITIONAL MUSIC RELATED TO IT 


“Chve” in Megrelian means a young oak sapling. “Chvenieri” is the name of the mountain on 
which the Martvili church is erected. In Megrelia the chvenieroba feast was celebrated on the eighth 
day after Easter, i.e. on Monday, following St. Thomas’s Sunday. As the oral tradition has it the es- 
tablishment of the feast is associated with the village of Bandza. The available ethnographic material 
connects it with the name of the Apostle St. Andrew, one of Christ’s disciples. According to the data 
provided by informants the chvenieroba feast had been observed until the 1920s, when eventually it 
was prohibited by Communists. Our interest in the feast was aroused by the traditional music associ- 
ated with it. 

On the site of the present Martvili church there used to be a big oak (didi chqoni, chqondidi) to 
which a man’s figure, made of cast-iron (according to some data — of copper), was tied. The idol was 
called kapunia/rokapunia, alias didgmiri/dodgimiri. In some people’s imagination it was an eagle, which 
had its nest in chgondidi. The priests of the idol were called chgondari. At the idol’s feast — tutashkhoba 
(the Moon’s day, Monday) — a mother was to sacrifice her child to kapunia The child had to be exactly 
twelve months old, i.e. born in the previous year. Chgondaris cast lots to choose a child to be sacrificed. 
On Saturday the parents of the child chosen by the deity gave a family party, and on Sunday — Bzhashkha 
(the Sun’s day) the child was taken in the carriage to the oak, where the sacrificial ceremony was to be 
held (Mashurko, 1894: 376-377; Eliava, 1962: 15). By the way, in the ethnographic material the fact of 
the mother’s standing on the Martvili Plateau and wailing loudly over her child is also attested. 

As the story goes Andrew-the-First-Called and Simeon the Canaanite arrived in Martvili. St. 
Andrew demolished the idol, cut down the oak and erected a cross on the site. Before the eyes of 
the devout he hit the big oak with an axe and when it remained unharmed, the people recognized the 
power of Christ. Andrew dispatched a herald to announce the news that mothers would never have 
to sacrifice their children again. The legend tells that a population of Samegrelo adopted Christianity 
following St. Andrew’s preaches. Some pagans wonted to obstruct his apostolic activity and stole his 
shoos and crozier at night. The apostle went to Martvili bear feet. When he cut down the big oak tree 
the just-converted population of Bandza told him: “You have cut down the big oak tree, but many 
young oak trees are growing on the slope. People will take care of one of them and start worshipping 
them”. St. Andrew responded: “If we cut the big tree down, it will grow again, so let us uproot all the 
oaks”. Upon their return from Martvili the Bandzans celebrated the fact of cutting down the oak tree 
and called this chveenia/chvenieroba as a token of the victory of Christianity over paganism. 

The existence of this feast in the nineteenth century is attested by the fact that Prince Meki 
Paghava sent a special invitation to Ilia Chavchavadze to take part in the celebration. The guests were 
asked how they liked the ritual, Ilia answered wittily: “This should be called not chvenieroba (feast of 
the oak), but mshvenieroba (feast of beauty)”. Information about the chvenieroba feast was published 
in nineteenth-century periodicals. It was described by Ekvtime Taqaishvili, Sergi Makalatia, Korneli 
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Kekelidze and others. 

Ketevan Chitanava was the first to study this feast from the viewpoint of ethnomusicology. Like 
other researchers she considered the round-dance song “Mze shina da mze gareta” (performed differ- 
ent regions of Georgia at the childbirth celebration ritual, at the bedside of a recently confined woman; 
it was also sung to cure the child suffering from an infectious disease, it functioned as a soporific as 
well) to be the most ancient specimen associated with the solar cult (Chitanava, 1987: 66). It should 
be noted that this information, obtained by the scholar in the 1980s, represents the joining in the 
Mzeshina round dance in an original manner: linking their little fingers the men form a circle. 

The scholar also looks at the polyphonic Kirialesa, in whose intonational material the link with 
the simple variants of Megrelian round dance songs and the specimens with the basic quart from other 
provinces is revealed. It is noteworthy that before that Dimitri Araqishvili also referred to the round 
dance mode of Kirialesa (Arakchiev, 1908: 85). Its kinship with the round dance songs has also been 
established lately by Otar Kapanadze (Kapanadze, 2011: 52-53). 

In the hymns, together with the unchanged formula of Kirie Eleison (God, have mercy on us) 
in western Georgia its folklorized, modified forms are also attested in the names of some songs and 
refrains: kirialesa, kirialersa, kirjalesa, krialeso, kililesa, leison da kiria, eisedo kiria, eisade kirie, 
sadavoi kirialesa. 

In our opinion in the praying formula such changes must have taken place in the years when the 
Communist ideology was raging, and orthodox religion was persecuted purposefully.An analysis of 
the available scholarly literature and of the notated, audio and video recordings provided grounds to 
emphasize some interesting details in the dramatic composition of the above-mentioned feast. 

It is proved that chvenieroba was a truly popular feast where the participants, united in differ- 
ent groups, performed a round dance, played musical instruments, and recited poems. The festivities 
lasted for a long time. 

When describing pagan rituals, one of the informants associates rokapunia, the old name of 
the idol, with the term “rokva” meaning moving, dancing to an instrumental accompaniment. After 
the destruction of the idol and adopting Christianity, the people continued the tradition of getting 
together at chqondidi, walking round the oak tree and making merry, but now they sacrificed a pig. 
On Shrovetide Thursday or on New Year’s day the Kapunoba feast, which may be a remnant of the 
pagan festival, was celebrated and a pig or a boar was sacrificed. Tradition associates the ancient 
name of the feast Kapunoba/Rokapunoba/Didgmiroba with the ancient name of the idol. The name 
of the sacrificial pig Okapune must have stemmed from the name of the idol as well. The name of the 
idol Kapuna (Kap-una) must be a diminutive form of Kap, which in the Georgian language and its 
dialects is connected with a tree and its branch (Chukhua, 2000-2003: 120; Orbeliani, 1991: 352). The 
idol Chgondidi/Kapunia/Rokapunia/Didgmiri 1s clearly the highest deity, demiurge. 

It is possible that in the name of the pre-Christian idol a special role for the devotional ritual — round 
dance — was emphasized. It is noteworthy that in Bandza, Zelkova (water elm), a hardwood cult tree from the 
elm family, has since early times been used as a percussion or signal instrument in this country. 

During the Tchvenieroba feast the ringing of church bells and the sounds of a horn are heard 
constantly; though in the sources there is no special information whether they sound together or not, 
but the percussion and wind instruments are used in the same semantics. It is noteworthy that the horn 
is associated with religious feasts in other parts of Georgia too (Svaneti, Lechkhumi, Abkhazeti)'. In 
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the countryside it was used to give a battle alarm, to call people to a community gathering or to take 
part in field work. The horn was sounded during hunting and in battles. In Abkhazeti they blew the 
horn when cursing a cattle stealer, and the one who gave him shelter (Shilakadze, 2007: 109). In the 
information about Samegrelo, with a special mention of the length of the horn (“at midday the call 
people with church bells and a long horn”) there is an indication that there was a short horn as well. 

At the following stage sports competitions also take place against the uninterrupted musical 
background. Together with the sounds of the bells and the horn Kirileison is also heard and in con- 
nection with this specimen the three terms — chanting, singing and exclamation - are used. After pick- 
ing up the red ball placed at the Royal Door, “the priest walks around the church. People, chanting 
Kirileison continuously, follow him. Accompanied by the ringing of the church bells and the sounds 
of the horn they head for the field where Lelooba, a devotional game, is held’. 

It is possible that the term chanting was used due to the prayer text of the specimen. In Georgian 
chanting practice this hymn is used when ordaining a priest (Shughliashvili, 2006: 242, Erkvanidze, 
2011: 147). As an example we bring here is Artem Erkomaishvili’s variant (audio ex. 1). Kirileison, 
accompanied by exclamations, was associated with the ritual of shaking, rooting up, dragging away 
and planting a tree upside down, with its roots above the ground. According to the material preserved 
at the Martvili Museum of Regional Studies, the elders of the village chose a young oak at the village 
cemetery. An old man would climb it, shake its branches singing Eisade Kirie. As Givi Eliava, an 
eye-witness to the feast, says, men would dig up the tree, shoulder it and chanting the same words 
first walked around the cemetery three times, then they would walk round the Shaorkari St George’s 
church situated in the centre of Bandza. The uprooted tree was leaned against the church wall with 
its roots up. It was at this time that the round dance song Mze shina da mze gareta was performed; 
in our opinion it might have been adjusted to the Tchvenieroba feast due to the associative connec- 
tion with the second birth of the saved child or the childbirth ritual. In the Christian Tchvenieroba 
the overturned tree was a symbol of defeating the idol. Uprooting the tree meant defeating the devil 
(Ghambashidze, 2011). The tree branches were broken into small pieces and taken home. There they 
were placed in small leather bags specially made for this purpose: the bag was kept so that the fam- 
ily’s welfare would be guaranteed till the next year. In the village of Najakhari, Veditkary the tradition 
of uprooting the tree was also called Sofioba, associating the word with the Megrelian word “sofua” 
— digging out, uprooting (Eliava, 1962:16; Ghambashidze, 2005). According to the oral tradition in 
the village of Bandza, the related families of the Kekelias and the Gabunias, who maintained strict 
exogamous relations, the ritual of planting the tree upside down was still observed about 25-27 years 
ago. The participants of the ritual said, “Let the one who violates the oath sworn between the Kekelias 
and the Gabunias be ruined like this tree”. Early in the morning they brought the uprooted tree. One 
man would start digging a hole in the ground, the rest would start a round dance singing Eisedo kiria 
(Ghambashidze, 2011)°. 

The short phrases of the specimen to be recited at that time must have been like the passages 
from the specimens of work songs — Naduri, Elesa. And factually, the expedition of 2011 managed 
to record similar examples (see video fragments). It is noteworthy that Lesion da Kiria, recorded in 
Samegrelo in the year 1902 by Dimitri Araqishvili (Arakchiev, 1908: No. 17), and Kilile, written 
down by Constantine Kovatch in Samurzaqano in the year 1929 (Kovatch, 1930: No. 9), connected 
with the completion of work, namely work in the cornfields, are two-part songs. 
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In many provinces of western Georgia at the last stage of collective work Elesa was sung. Ac- 
cording to Apolon Tsuladze Elesa was sung without words when carrying heavy weights, logs and 
a wine press. No wonder that they used short, but most suitable, phrases to ask God for assistance 
in achieving their goal. When the work was very hard it was impossible even to think about poetry. 
In the exclamations: Elesa da vio, oo, ele, ele, aha, elesa da vio and oi in some places (especially in 
western Guria) these words were followed by Kirio instead of vio (Tsuladze, 2009: 26). Therefore we 
think that some scholars’ (Jemal Chkhaidze, Malkhaz Erkvanidze) conjecture to the effect that the 
song Elesa (hesa) stems from Kirie eleison is quite plausible. The He/asa that has survived in Lazeti 
and is sung when dragging a boat or a fishing net out of the water may also be added to the above. 
Among the Georgian population who are under the Turkish influence the “petrification” of Christian 
prayer formulae in refrains must be considered to be a very significant fact. Our compatriots, living 
in the Ligani Gorge (Turkey), perform such specimens up to the present time (Malaqmadze, 2002). 

It is obvious that when walking about the village or round the church the mode and the rhyth- 
mic aspect of Kirialesa must have been adjusted to the leg movements. Today, a similar specimen is 
performed in Samegrelo when going from house to house to wish people a Happy New Year (rarely 
it also happens at Christmas). By the way, the above tradition was described in detail by Archangelo 
Laberti, an Italian missionary in the 17th century (Lamberti, 1938: 137-138). It is known that the 
singers also carried Chichilak?' adorned with apples, pomegranates and flowers. As when walking on 
Alilooba and Tchonaoba, the performers of Kirialesa also collected provisions and money. 

“Hey, host, open the door, / Happy New Year! / Be happy, may the deuce and evil do no harm 
to you! / May your barn be full with millet, and your wine-cellar with wine! / Blessed is your cradle! 
/ Exterminated be who curse you! may the elderly of your family live 700 years! / May those of your 
family who are far a way return home safe and sound! Please help me with some money!” — This is 
the translation of the New Year’s wishes. The comparison of Kirialesa variants allows to observe the 
stages of the song development (ex. 1, 2). 

As Ketevan Chitanava writes, the exclamation Kirieleison could also be heard during the Khujish- 
oskhapue round dance, which was performed at the Eliaoba (deity of weather) feast (Chitanava, 1987: 49). 

It is obvious that Chvenieroba is a popular Christian feast-mystery created by people, its indis- 
pensable part being liturgy and at the end clergymen also took part in the play; they started plaing 
lelo by throwing a ball. The fact that Chvenieroba is a feast established by people is corroborated by 
Ioane-Zosime’s calendar. According to the calendar on every day after St Thomas’s Sunday, except 
Monday, some church feast is fixed (Kekelidze, 1957: 279). 

The feast of Chvenieroba coincides with the period of winter solstice, nature’s revival and turn- 
ing towards spring. For its part, the ritual bears a great resemblance to the New Year’s customs and 
traditions as well, where a special place is again occupied by a tree, a tree-branch or Chichilaki (a 
tree decorated for the New Year). It must have been due to this fact that of all the nine available 
variants> four are Megrelian meant for the New Year, and their intonational analysis clearly reveals 
their association with the specimens of round-dance mode. One specimen, the Imeretian Krialeso 
is considered to be an Easter round-dance. In our opinion this fact is a good argument to prove that 
Christmas and Easter songs have originated from the same source (Ghambashidze, 2004: 242). As for 
the round-dance tradition of their performance, quite evidently, it refers to their pagan provenance. 
Their intonational kinship with the work songs also substantiates their antiquity and association with 
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the cult of fertility. 

A complex, comparative and methodical study of the Chvenieroba feast gives us grounds to fol- 
low the real process of the superseding of pagan customs and traditions by Christian ones, to observe 
the co-existence of secular and ecclesiastic traditions for a long period of time, to carry out research 
into the problems of the interrelation between the multi-part chants constructed on the common musi- 
cal regularities and folk songs and also into the genesis and evolution of some specimens of songs. 

The issues of the relations with the Hellenic world of rituals and the Byzantine-Georgian paral- 
lels of the Kirie Eleison melody also call for a special study. 


P.S. Our consideration on the peculiarities of an example performed when uprooting a tree was 
confirmed by the manuscript discovered at the archive of Georgia State radio in 2013 (audio ex. 3). 


Notes 


' From this viewpoint a sketch by the 17th-century Italian missionary Don Christoforo de Castelli is very interest- 
ing, he depicts the horn against the background of the Episcopal cathedral in Dranda (Castelli, 1976). 


? Spring sport games are still held in Georgia (for instance the competition of the inhabitants of the village of 
Shukhuti in Guria is even filmed). It cannot be excluded that the song Burtis Gamarjveba (Victory of the Ball), 
(Kokeladze, 1984:284), presented at one of the Soviet sports games by the outstanding choral conductor Varlam 
Simonishvili may have resulted from the compounding of antiphonic exclamations and intonations to be per- 


formed during such games. 


> Tt is noteworthy that the tradition of uprooting the tree was accompanied by the tradition of tree planting on the 


eve of Easter: a man should plant an oak or a linden to be stronger. 
* Chichilaki — a stick, mainly from a hazel bush with the bark shaved off, the shavings being left on the stick like 
curls. Ch. Is adorned with sweets and fruit. It is an attribute of a New Year celebration in some parts of Georgia 
(translator’s note). 
> We mean D. Araqishvili’s, K. Kovatch’s, A. Khorava’s, E. Garaqanidze’s, D. Shugliashvili’s, N. Shvelidze’s, 
M. Khukhunaishvili’s, N. Makharadze’s notated specimens. 
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Example 2. Kirialesa. New year song (fragment). Recorded by Edisher Garakanidze in the 90s 
of the past century. Performed by the ensemble from v. Bandza, Martvili district, under the lead- 
ership of Omar Khukhua. Transcribed. by Ketevan Gelashvili 
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Hjgdg7erds. 89 VAoETDO MH God og3gMqb8: 5) 38dJgM7dS Iogmo geal dog (sjreOmI~9. 
1); 5 3) QMsbqb0e gsdqQmMqds (sqj~romdsg. 2). 

AVMs 96 MS%s adMAM|d9 Fodygs6o bdob dagm, MmAIgMbsy gJobgsqjMoco adqemH7db do- 
Jgormo bds. 33 bSogdo, GmgMH3 joolbmbqjMo Lodegmabsb, obg mMo bdob Ambsy3e~mqmrdobeb, ye9- 
H3:EMdob IHjqG80 d7693M03Ie aldol, GmgMGH(3 IqGQOmgAmbas (MrgmG(3 gb g6sbqm I 43900340). 

8 CAML dsmosbh dbodZb{~meg8603  yoynzobosb, soba 306mbo34% Smm~ogmbosbos6 
LOATH {Qo {CO Abaoghgd0b wsea96s. as6gobo~mm gb ARM CAG smnMop. 

9803996 yo3zmobs, 9d LbHowb 7307773060036 996376 EHMaMO Dbas3zbgb0b 3m0b(30- 
30 (833. 3); gSmo Ag~mmeas odegM|ds IMs39~m0 Bol dogh, Gmd~Ada;3 Lodm_mob ~wsfygdols 
93, QeoMgdsls db o9696°. 

49MM): JOHO C8 03039 Bqbo3Z9e AHO 360673080 39de0(39ds MsbdadE|ZOjMoe: 35d9MMJd9, 
JJ 8 adaGsGQ09. gb 7493e- gobs960 beE*ds, G39 Ib 39E8H7dM O38Mb-jHO boe~rbyHo bod- 
e970b AQbIMbLoOMj~ Low. 

Bsbaderyer gsdemyog|s HAECamMM-smMdMbs3~mqn smbbogl Zqbdqjmolb ossmbjHo boob jo bod- 
E7404 aszegbob sobyb d-gbozob9 (Tanimoto, 1965). os8m64% beeoby% bodegmsb sbsbosmgsbs 
Dbasgbo A_LIMbLOM emo ‘Ag_bOjengds Gody3s6 bdsbs Es Ieodsb-yb7 xg7R3b Domob. os3mb4H 39M0- 
368)do 3% sHob syQ30~mg_ogmo, Ged Ierdob-yb9 9¢3%703d9 SAQGOCQdmo@ gs0dqmMMOb Lamolbhob dogh 
ATL {e_oq_ewo Aq~mmoas 86 3%S%s (sg. 4). BAoMIE 3363-948 Olbgmo dsgscranqd0(3, LIes(3 dorgera 
AJLEMLOOS (dYCG}OMOS ES Y37MO 3MIbS La~absbs Ed 3g73b GrHab debs33emgrd00 IqmME9d0. 

89MM] IbMO3, sobyb LodmgMob 9d Ho8do Iqjbo30~ 7G 360673080 436 ByAbse@o9 odo- 
BHoMpZdjero g7J-ob Ibaszbse (GmgmG%3 gb syreomdsg. 2-dos), Isdob, HA38 o338mbqA% bodmgmyd- 
Go domo g999MMH_dS_ d+A(30E—I}d]E~MO SHd9. 

Jb 0089730730 30673080 94939 sbsboomgdb 73072736. 

HS HJIS jAbES, 6396 39% asdergoGeb6m bshJoM]3 (5b 33690b doo qhm09%M393d0M%], JsaMod 
SbqHo LAGI ymro Ibasgbqd0b 0236MH0M7dI73. 9H sHals JMO_dAMO. Of93, WIETIObs wo 
A7LSMbLOM ero LAog~ob sbymo bosbermg7 ImdeobsMJmdb sob-yb Aq~meagdob msg0b9d-4HQb0- 
086, GmdM|7d073 ds~@ash 398 sHo IoBagzqdabs ws Jomo g9dqMMQd0ba56 Dqpa,.900. 
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3. Im~@agmboabs E38 ImbmxMbook ImbsGZ@mgmdob Agbsdegdemds 

098930 Ioascana b639 Dgbsdemgdsmed5b] dog3s60d64db. 

1947 Gore’ 3qd0MMIo AsGgmoe@o Isgscooo (Chiri-NHK, 1948: C-PR155) Gomdersea96b 
Lodo 993946 {EMe-49(39339- Lodmgmob GoZ@rob LoabHyGQbO BLO jes". AQb3ImMbbomawo 
LAo~mob MH Lodmgmol 47de@9,, ObLobo AZ HAM PdMseE sbOj~mg7d96 Igbsdgb. AqdLOj~mgdegdo 
— beamobso ds Y397R30 — AQLIMbLOG{~ Lso~mdo skhH7~Hg7d96 Lodmgmsb ws Jqd@ 7g, 04935 
Lodm_Hob gsdQrMAdobsb, 33086 LHowb yjoy7jom (sjyeomdsg. 3) (dsg. 5). 

8 A7dMbZ930b8 aorbbo~gobsb LogMmobamy) g3dsmgdb, Msegs6 gb sHob gMmse@qQMm0 
DosgZoMoMo, MMI{M3 HobsFygGomss CsgofboM{dqjmo. MsdIe7bse@o73 gk Aosgscmomo dods3ser'do 
ImoMbgZb ~wsdss dom gsbbo~gzob, A396 Bgg30d~mos g9dmM3nJ390 Bq7d@IR0 39Msye0! 

CL) gb ager db MEME d3M0 473EMIS Ed 8-mEQAG3038(3035 

(2) obabo s80%96e696 zyoqjob Aqbaqmgosb, ds3Gsd gosa%dqemgb Lodegqms Gobs bod- 
LIM A0b A7bsmbLoOM Jem bboe~rdo; 

(3) GGs:e0300b msbsbIse@, Lodegqmal Ag7bsdsdobse, LAowo qbeEs Iq7g3;e@roemoye; 

(4) dso AgqQdemrmm _IM_MIM LAdoLdog_MIE (LoIM_MOL LAo~a Babs 34 oy yoJboMy- 
dqero). 

Aqdo sbHam, Meme (4) IqbAHo QZ LogsMsqjees, OIGS XIORQOmdam sdobs 9” 30(3969 
Ajadeegdgeeos. 

dd Msdeoj60d9 bob’ Gob, gHnds bsbdod_b-jerds Ierdegmsmds Joemdoerbds wsdowobsyOs ob- 
3309937308, 4d LHgIE5b639 CHM GHobs C5 00537 Lodm_Mb g96b630370-jemoeE sbOqergdebj76 — 
636 qyerqjz0b bdhoe~rdo, bb AALIMbL Myo. gb ‘Bgodeogds ager’ sobyb Iybo39do Imerag}mboobs 
3 ImbrgyZMbool A7bsd—m Imbs33emgmdab_ gMm-qMoo AgsMo CEsbsdqngds. bb3s LoBy39s00 Herd 
330M, ‘Agadengds _yerbzOqBy-qemo LodmgMs ~qQoZdoME RMAs sHs dsMBer gMno Lsbodmgmer bio- 
MOL HMHI:E0303b, sd} bb63s Lowboy. 93 Logombol gvb6boa~mg3s joes go,MdQmeEgb dmdsgoe~do. 

LsabG MAbs, Med AsbsGg%ob eEsbsbAywb Lodeqms JHQbo. Oy gb (9339006 bosm~mem 
LEobbOA~o og ES HY MH LHo~wol Ierbs33ergGmds 9 ager WdMo~@mer Bq3-ds, B7QA30d~o9 
396393030 63760 39Msqj~egd0 ObAMMoQma gqjobo~ns(3. 

853.8C0M8E, JOMEsbos sebodbs3b, Gd Lodegmpdsob dm~emb bsbeEsbsb ,,Agds* ber~mdg 
SmMaW}MboAMHO A7bHj~M7d9, 43d beE_ds dabo 36g9d8 ws fs6373309d9 Lodmg_mob 4936- Ieober- 
3640 LSocwom (Jordania, 2006). A396 9% Ges es3030Ffymo gb booby Gb IerbsbHgd9, 
463d LogdsMobse EMIseE 96 AgZ0bFo3zmom sobyl I-qbogob. 

8523.48d, 33337 COM, 3H Ales A7ZG y30GOM gHoJHo MH Aqbsdergdmmdsby]: sobyb qjer70, 
36 3v6rbag7HO LodMg_Ms AgadmpdmeEs FoMImImdsomoaye A_bLIMbLOS {mo DpbOyemgoob dowd; 
AZLSMbLOM yer A7LOjemgdab BGseE0309 Ajgademgdmeos Hobsbyroger ys6mbogjHob dowds. 

Gbs@o8, GAZIMM sebodb-yero Lszombo dsmosh bszsdsMes. C8HGIV67d4eM0 39H, Med sob-yls 


FHOsEaQGaj~O AgboZ0b Lodedsgmer 33939 bob Bzafyodb sm~oymbool’ BjzesM7d0n 330~r- 
g30b IbogR3mae Isbdsodoo. 


0963369 
393,38M5E, Ssobyls dmb oRmbojMo 93499379300 LodegMs 3393m@0b9d9 94 FdobwCs Imbmy3Mbose, 


5M8dJO L638E5b639 SmMmMoagmboyMo g~m7dqGBQd0b dog JqyxqQMseQdqje~m Imbrgymbase; 3s63ans- 
ASQ 398 OMAMbos, Jobo LAMA {om ws IqboZomqho Dbaszbyds 4yyz7j006 odeogg0 
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SMMOW}Mbosbs ~d ImbMYAMbasb BoMal gozdoGob 33erg30b Agbsdeogdsmerdob. 
Kader Ieyh sora Asascmangdo gs6bssjoMpdjc szob7dHPQOHbs Wdgob sobALs Imbrombasb (LJ. 1). 


IoeemagMyds 
ILO HIS DseEmagMJd95  gsdegZbsher_ EEMIJHOM yrMesbosbsedo Jobo bsbsMajdeom 
396d3MH)9d7d0b5 Cd Fobsesendqd0bog0b, gsbbs3qnMjd0m TIT J3gqms3ms6 cs 393do%qQb0m. 
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! Boborb-y0 Lodeg@ob seEbs6oFbs3z0e@ LoGy3o wWEws7jo D6m~mme fomobos6 (Chiri, 1955: 86) agb3egdo. 
30630096 9% 386b9dMdb L639 0623-M%ds(309, QdXMdgbos M30 093039390 Dolo gsdeygbgdobsg,06. 


7 dohomsese, 39043780 Homo (1948, 1949), bo3m6 sober Zgomze0b (Nihon Hoso Kyokai=NHK - os3e- 
Boob MseEamdsaGygosmmdal 3M3H%s308) (1967) eo smbeEs wes 3sosbeo’ (Honda & Kayano) (1976/2008). 


3 ob, 4939, Igodengds 39363074 A_bIMbLOM mo LoIm_Mob ool b-yH bdSdO (sdsb] ZdIbYxIErMdm dg-2 
8 99-3 4390939040). 


a BegogMmo d3qer0 AsbsFgMo 84339 DgbOAmgdob 33013969db, OMgZmM 3 S9MsmgmyS Sm~mogmboyH JIerd- 
Hsodob (Isg. 6). 949M 3093 JoZOGL 39 G7dMb3939d0b sds, GmgZMG?3 g936mdagM_dymo Iybo3o~-4Ho 
Iergemabobs. 


> A396 09, 300ma8 Zjbdobmo dom; skaMo (ZgZ9CMQds@Eds qV9d 39M~@s0Jd67d3 KbAoe goJboMgdjeo Ige@er- 
LOK 5, 89 HZIMbsSbGoLOM, 39, 30d—Mo9 3HJ38M, HEI 030 7RMHOM Imbeox3mboyMHo gobo. 


© mHagobsemo o88mbqjHos (Josbermdam obgmobjH m3sHZIs6%y 3ob-ybabIg7s~mdsb og3GmHo o~gdb). fodols 
dobjeZ0m (Chiba, 1996) Ajo Aemg7d3 MoH sb3qq4Gobg06 Bqeg900: Lodsmerabs (36-7 06(89M39~ qd0bs9,56) 
5 BdoL{s6 (S62 HqddMob3a96), MIR Jb MMO IAXoEMMESS JHHIS6}MOSH C5353d0M%7djM@o. sdsbos6, 
289 3039d)Er08, 4d sobyl LobodIM_QMeE BMHse0(309do Pos’y~do poMsAgbordo bdog% Herb-o39M gdb 
760X708, 432439, PHMMS gsbdsgrmmdsdo, HdGqer Bq93q9M0Mmd3bg Cow~a dbodZ6jg~mmds BIOL bodse- 
999 ‘Agodobs. 


T Agmmpoos ples ws0dsbbozGmb, HmgmG(3 gHo bIS (dog. 7); OVIGQS, MOMM|REL Lb3Zsesb639 Lobge~o 
WVoegjomes (Chiri, 1955: 86), sdob gsdeo, y3Gosbo of69d0, Oy 308y30M, Ged mGH03q bsdegzgo~mse gs6bs- 
39MO7O73M0 Cd gddMMAg amos EM|b. 


8 %eg094M0 MqgZ0Mbdo asb6gomsMAdqQmo yyoyjob Vo~wolb asGes, EE’ soba’ boygQMbymer (399396 
AAbIMbLOMjero 86 joobbjHo bodegMyd0 jG 936 Mosbbergdsb. MomMm|Amo Ingeng bodmgms ByHby-yros 
dqdmb3930M ws ad]MM7dq6 ad~@_bAxgM, MIdIE7HRIMs3 LYMM, Jqd~e_g, 30 L630 Lodmgmom fssbs(3309096. 
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5920-052 s~~moMgd0 


sjeomdsas~moma 1. bo__Mba~wm bodmg%s urara suye e kamuy sinta atuy tun na e tunun paye bj g%oros 
37900680 19475; Gyseeo CHIRI-NHK (1948:C-PR155B 9360 absbads smzso@mb 3673748 -qeob d00- 


000938do). 


Sqeamsasmoama 2. boy QAbA~O Lodeg@s hoy ya aa hoy yao oho hoy ho hoy ya bsGg@ogros $b330353890 
19479. Gyser CHIRI-NHK (19 48:C-PR152B, 9360 absb97d3 3myzs0EMb 34gR7JG {mol dsod~0mmg39d0). 


sqeamdsasmoma 3. bsygQby~we bodegs matnaw rera apaca osma uran nisi kanto korikin Bs gSoros 
3790060 19475; Gysee CHIRI-NHK (1948:C-PRI55B, ejes60 obsb9b0 smgsoeEMb 347x748 qG@ob do- 


de0m0939d0). 
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RIE KOCHI 
(JAPAN) 


THE POLYPHONIC ASPECTS IN THE MONOPHONIC SINGING STYLES OF 
AINU TRADITIONAL MUSIC 


The purpose of the paper is to indicate some polyphonic aspects on Ainu monophonic singing 
tradition and to discuss its characteristics, referring to older recorded materials. 


Introduction 
The author presents a new classification of group-singing styles of the Ainu (2012), by looking 
at the layered parts and pitches in polyphony and monophony, as below; 


ig. Chis el ee vo] ee | dau fhe oni eb Geecued beri 
ee r protetrstetes 
| eer 
~ Fala oeriatie: [or comp eee 
| + pepe ope . 
| = i . Romapiony 
| ai Ls Ea | =e. some 


As shown above, the Ainu people have had not only polyphony but also monophonic tradition in 
their group-singings; the responsorial one (between two parts) and the unison (in one part), while uk- 
ouk singing has been very famous and distinctive from the neighboring peoples (including Japanese). 
Little musicological attention, however, has been paid to their monophony, since it does not seem as 
unique as ukouk and there have been similar monophonic styles in the folk songs of major Japanese of 
Northeastern Honshu island, which is thought to have affected Ainu music tradition. 

These raise the questions; what kind of concerns are there between polyphony and monophony 
when both exist in one culture, and how is it in the case of the Ainu? How characteristic and identifi- 
able is their monophony as Ainu tradition? With these questions, I will now discuss some aspects of 
the traditional monophony of the Ainu. 

For this consideration, I have selected the materials recorded in the 1940s -1970s°, focusing on the 
more traditional and older elements. As we will discuss later, generating rich heterophony is considered 
to have close relation with their more traditional singing ways, for we cannot hear abundant variants in 
modern singing as before. The materials, however, are very limited and many voice elements (mentioned 
later) are less heard at present, so we can hardly prove them by informed directly from modern singers. 

Here, let us distinguish three issues from Ainu monophony to discuss; Abundant heterophony; 
Affinity between responsorial style (monophony) and ukouk (polyphony); Possibility of alternating 
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polyphony and monophony. 


1. Abundant Heterophony 

The appearances of abundant heterophony different pitch layers— can be heard in group singing 
of the Ainu. The older the years of recording of any materials, the larger the variety of heterophony 
that can be listened to* (ex. 1, 2). Also, this fact coincides with the suggestion of Jordania (2006:198- 
210) that gradual disappearance of polyphonic traditions is a universal trend in polyphonic cultures 
in many regions of the world. 

Needless to say, there has never been any tradition of multi-part-singing to intend harmonization 
among the Ainu, as far as investigated’. 

These sonic phenomena are considered to be closely correlated with more traditional ways of 
singing. That is, the improvisational variants and the voicing within various timbre elements, 
which have been designated in each of the two representative preceding studies as below. 

¢ Improvisational variants — according to Tanimoto (1965), in ukouk, each singer sang the 

same melody one after another, yet strictly speaking it is not completely the same. More- 
over, even the same singer made variants in detail every time she/he sang. It is also pointed 
out that such variations of the melody were adapted to other singing styles likewise, and that 
the variant making itself was very important and essential to Ainu music’®. 

¢ Voicing within various timbre elements — on the other hand, Chiba shows newer view- 

points based on his close fieldworks (Chiba, 1996); the phenomena which sound like chang- 
es in pitches are accompanied by different ways of voicing. It is also mentioned that Ainu 
tradition gave priority to the voicing with various tone-colors fixed to the song. As a result, 
“subtle variation of changing intervals was commended to the individuals’ conveniences (. 
. ..) One sound in the same place in the same song sounds scattered or fuzzy, depending on 
the singer (Chiba, 1996: 12)”’. 

Thus the melody, which sounds unstable in a way, has been discussed, some from a more “ethic” 
viewpoint as an improvisation, others from a more “emic” one as a result of voicing precedence. 

Needless to say, mass of those heterophonic sounds is thought to have been as one melody for 
those concerned, so in this meaning Ainu heterophony would seem to be much easier for outsid- 
ers whose musical background were in the pitch-predominating music to recognize as the layers of 
different pitches. In this meaning, I suppose the polyphonic elements of Ainu music must be much 
discussed from an “ethic” viewpoint if the examination of polyphony here needs to be concentrated 
into the layers of different pitches. 

Certainly for one thing, such variation can derive from one of the characteristics of Ainu tradi- 
tional melodies, most of which consist of very brief musical motifs and their repetition. 

Anyway, when these phenomena — whether improvisation or voicing precedence — are essential 
and often arising without regards to any styles, we can say that Ainu heterophony was born out of the 
necessity whenever they did group-singing. 


2. Affinity between Responsorial Style (Monophony) and Ukouk (Polyphony) 
Next, let us see about the structure of the responsorial singing. 
This responsorial style is monophony of two parts basically solo and unison. Both leading and 
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following parts can be sung by either single or several singers. This style is moreover classified into 
two types; (a) whole chorus repeated (audio ex. 1) and (b) phrase-by-phrase repeated (audio ex. 2). 

In either way, a melody or a phrase is sung by the leading part and is repeated by the following 
one like an echo. Also in this style, the layers of sounds are naturally heard as heterophony (as we 
discussed in 1.) within unison part and in overlapping when two parts switch. 

Here, it is more important to recognize structural similarities with wkouk, the canonic polyphony 
of Ainu. Let us see these in detail. 

Firstly, this style has a kind of time affinity with ukouk, (ex. 3) in this one melody is sung by 
several voices staggering the timing to begin*. 

Secondly, the same musical principle is shared consistently: repetition, echoing, or imitation. 
This seems rather understandable when comparing with similar responsorial style of Japanese folk 
songs. Tanimoto pointed out the musical influence on Ainu music from Japanese folk songs of the 
North-Eastern part of the mainland Honshu (Tanimoto, 1965). Japanese folk songs also have similar 
responsorial singing between one leading singer and a responding group. In the Japanese one, how- 
ever, the responding group does not necessarily repeat the phrase or the melody sung by the soloist in 
advance (ex.4). Also often observed are the cases when the whole melody is divided and each phrase 
is shared between the soloist and a group alternately. 

On the other hand, the musical principle of this type of Ainu is much more thoroughly imitative 
like an echo (audio ex. 2), while Japanese songs are not necessarily repeated. 

This imitative principle is also running in ukouk. 

Of course we cannot conclude their relation rapidly, however such structural similarity cannot 
be ignored. Here again, the affinity to wukouk and responsorial styles derives from the characteristics 
of Ainu melodies which consist of very brief motifs and their repetition 


3. Possibility of Alternating Monophony and Polyphony 

Next example indicates another possibility. 

This is the case (Chiri-NHK, 1948: C-PR155) recorded in 1947 in Kushiro, containing an inter- 
esting performance of a series of three circle dance songs’. After two songs in responsorial style, they 
sang the third song. There singers began in responsorial style between a soloist and a group, and then, 
by the repetitions of the same song, they switched the style to ukouk (audio ex. 3) (ex. 5). 

Here we must be very careful, since this is the only example, where such change was apparently 
documented. As far as this case is concerned, we can still make the following suppositions: 

(1) These were their mistakes and modifications; 

(2) They intended to make ukouk singing, yet they continued in the responsorial style for a mo- 
ment just after the series of two eve songs; 

(3) It was traditionally fixed that the styles were exchanged in the way of the song; 

(4) They could sing in either ways of singing (the style was not strictly fixed to the song). 

In my opinion, option (4) seems the most possible, though it cannot be affirmed any more yet. 

Recently, however, I was given brief information from an elder female singer, who said that the el- 
ders she knew in her young days had done one song in various ways, sometimes in wkouk, other times in 
responsorial. It might be one of the strongest corroborations for the possibility of alternating polyphony and 
monophony in Ainu singing. In other words, it could still be that one song had been bound not only to one 
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singing style but also another way, though this remains a topic for further discussion. 

Furthermore, this performance faded out at the end of the disc. If this was the very end of the dances, 
and if the switching between two styles was not a simple failure, we could spread our supposition or hy- 
pothesis to the historical matters. 

For instance, Jodania indicates that polyphonic singing may sometimes survive in the end of the 
songs, in the process of gradual decline and replacement by more monophonic styles of singing (Jodania, 
2006). Also on Ainu music, we do not have to stop remembering this interesting suggestion before suf- 
ficient examination is carried out. 

We do not have to give up thinking about two more possibilities; the suppositions that affirm 

¢ — Ainu ukouk, or canonic singing, might have originated from responsorial one, 

¢ — Responsorial singing might have been born out of canonic one. 

These, of course, are very delicate to be discussed and beyond this paper. The further continuous 
examinations of Ainu traditional music would also dedicatedly strengthen the comparative and worldwide 
studies of polyphony, I believe. 


Conclusion 

Thus, Ainu group-singing in monophony appears not purely monophonic but colored by various poly- 
phonic elements; plenty of heterophony, structural and musical affinities with wkouk, and there still remains 
the possibility of alternating between polyphony and monophony. 

In conclusion, the afore-mentioned ones are considered to add peculiar characteristics to Ainu mo- 


nophony (fig. 1). 
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Notes 
' For this name in Ainu, wwekaye and some other words are appeared in Chiri (1955: 86), while we do not have 
any other examples or information of actual usage. On the other hand, wkouk has been used even today among 


Ainu community. 


* The word wwopuk is written only in Chiri (1955:86) for unison singing. Yet, for the same reason above (note 1), 


it is better to be careful to use it. 
3 Mainly I referred to Chiri (1948, 1949), Nihon Hoso Kyokai (1967), Honda and Kayano (1976/2008) here. 
“Tt also can be found within a unison part of responsorial singing (discussed in 2. and 3. text). 


> Some of the older recordings show even such performances as parallel-polyphonic movement (ex.6), yet I have 


found it hard to treat them as such consciously composed ones. 
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° We can still listen to them, though such variability has been changed into fixed melodies—and in this respect we 


might say it has become much more monophonic. 


7 The original is Japanese (all translation here is tentative and I am responsible for it). According to CHIBA(1996), 
singing is generally composed of two aspects; pitches (or intervals) and voicing (or tone-colors), though both can- 
not be separable each other actually. Also it is insisted that voicing tone-colors predominated much more in Ainu 
singing of former days, and their way of singing has been changed from timbral voicing superiority into pitch- 


predominating singing, as the times go on. 


‘Tn their recognitions, however, the melody seems to be memorized as one part (ex.7) Also, each was called in 
different names (CHIRI 1955:86), therefore it seems reasonable to say that both are definitely distinctive, for now. 


° Today most of Ainu circle dance songs are accompanied by the responsorial or unison singing, except for some 
ukouk styles in some areas. Each brief song are chosen at random and repeated as much as they like, and then 
changed by the next song. 
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Audio Examples 


Audio example 1. Circle dance song urara suye e kamuy sinta atuy tun na e tunun paye in Kushiro recorded in 
1947; selected from CHIRI-NHK (1948:C-PR155B, the source is held by the Hokkaido Prefectural Library) 


Audio example 2. Circle dance song hoy ya a a hoy ya 0 o ho hoy ho hoy ya in Asahikawa recorded in 1947; 
selected from CHIRI-NHK (1948:C-PR152B, the source is held by the Hokkaido Prefectural Library) 


Audio example 3. Circle dance song matnaw rera apaca osma uran nisi kanto korikin in Kushiro recorded in 
1947; selected from CHIRI-NHK (1948:C-PR155B, the source is held by the Hokkaido Prefectural Library) 
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VJgdo 1. sobyb Aqbogob bsbodmgae béowo 
Figure 1. Singing Styles in Ainu Music 


Structural 
oly- ; 
see similarity | mono 
on 
ee ukouk the phony 
plural rc : 
inelndies (canonic) responsorial 
(contrapuntal) (voluntary 
selection?) 


heterophony 


4 group singing 


solo singing 


solo 


Isgs~ono 1. An6okdob bod@g%s “hon kaya cippo ho cip / takama ha kirir?” bsGgeocoos 1962 
GF. Bobw6sodo. s3gGmGab mMHagobseo Mo 8Ms6b 360030303 (gases s6omos E. Lyagybeom bade) 
(NHK, 1967: VDL189A-No.17) 

Example 1. Playing-rower song “hon kaya cippo ho cip / takama ha kiriri”, in Shizunai, re- 
corded in 1962; author’s original transcription (transposed to minor 2nd above) (NHK, 1967: 
VDL189A-No.17) 


ott ee Ss ie 
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Isao 2. AxEMdsH] Lodmg%s “iyo yo iyo”, bsGFg@ocos 1961-1962 FY. GoGs6-y3030. »3@er- 
Hobs MMagabsemAMo GO86b 3604303 (g5eEs8s6o~os 3. bg3-76e00 %7dIeom) (NHK, 1967: VDL186 
A-No.4) 

Example 2. Sitting song “iyo yo iyo”, in Shiranuka, recorded in 1961-1962; author’s original 
transcription (transposed to major 2nd above) (NHK, 1967: VDL186A-No.4) 


Iogs~@mono 3. LAO AIGAVOQwO Ibaszbgdqb0 B86-rbo3-4Obs (yoy) Ed AQBIObLMM {wb Bowobs 


Example 3. Structural similarities between the canonic (ukouk) and the responsorial 
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Brant __ bie ie Sangin 
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OOP eu ered 


Crear! oes jou Lesrio | 
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Girapek deaeapel sacar) 


DSSS 


Bgl ot bie 
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Isgo~@ond 4, Iq6ohdg780b os8mbqjHo bsMbAHO Lodegms. hsGFgmo~os 1974 Fo~b mdmmGeodo. 
346699396 Lo~@obso Ed abe. MHogZ0bs~@mNAHo GGs6b3G0R3309 (YAMADA, YC800042: 
No.3) 

Example 4. A Japanese folk song of rowers in Oshoro, recorded in 1974, sung between a leader 
singer and followers; author’s original transcription from (YAMADA, YC800042: No.3) 


| 
| a = = = 
mm. ti bi a : 
ay = ia ap le ‘al a Pale = Li a oo | rf 9 
d i ‘ 7 f i a I i = # a 
F - © = e 
‘Tim, | i. a a a 
7" r eas a a Lint os a Fos [ oe ee 
a + | ? a fig wot et i eee 
t 1 ' | i 4 
r i i] a a a 1 i = a 
—_= — = —_—, k 
ge em Py PR wre = e Fo oF i foe we ay a - ee 
— t a | I 
i * & F 1 i 
tJ cs c] 7 1 


Isao~@ono 5. “Matnaw rera’, b-jmegds bho~pdob Imbsy3;egmbom. AsGg@omos 1947 
Fab 3q7doMeEdo, s3QrGob mmHagabsmaMa 836436030309 (CHIRI-NHK, 1948: C-PRI55B, 


H0Z068—0 LI37YLLOS IOyZ50EML 38H%9R7J8 Qoob dod~mammg38d0) (ob. seo dg. 3) 
Example 5. Switching singing styles in performing “matnaw rera” in Kushiro recorded in 1947; 
author’s original figuration (CHIRI-NHK, 1948: C-PRI55B, the source is held by the Hokkaido 
Prefectural Library) (See audio ex. 3) 


the responsorial 


‘ukouk’ (canonic) 
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Isao 6. bsgqb wsygbgs0b bodegms “ama sake sorpa”. bsGgmowos 1954 Fge@b 3-7d0%Go,. 
S38MG0L MG0Q063e7HO_ GM36b360R(309 (hsGg@ormos ~. bg3*x6e00 %g300) (HONDA, KAY- 
ANO, 1976 / 2008: gobo 1, d0¢2030 No. 1) 

Example 6. Sake making song “ama sake sorpa’, in Kushiro recorded in 1954; author’s original 
transcription (transposed to major 2nd above) (HONDA, KAYANO, 1976 / 2008: Disc 1 track 
No. 1) 


ii = if 7— = 
ee 


Isgv~mon0 7. 4-y3Gsbosbo Ig~meEoobs (a,b, c,d) wes A_bIMbLOM Amo BLO jewgdsob Bqdorb- 
393200, 339)3b Jqde@gg6s0s90: 

Example 7. If there are a melody composed of 4 phrases (a, b, c, d) and performed in the respon- 
sorial style, like this: 


leader a b c d 


esd yjoo > 
follower a b c d 
dodgerema > 


852480 Aq~mmeadal gdogqj%o smJdob 47dmb3739do, Agbsderms, sPaJdgdmegl’ obg: 
but their “emic” recognition of the melody itself may be: 
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ISMHOS BI 657 671LI 3C14I-6ISOO, 
ALSHU) 3IbLSSES 
(3718 JBS085) 


6S69M3BLI VS bSEBMHITLNBN MMOESIIEGNMIDS 8MNMHGISSLOIS 
ISLS SOSNLNGOILE IOSISCLbINSE LOILIMIO‘SON 


AgbsZ8~@o: Jo~ms IMsgZ0~bIosbds 3H ~73 90990 

3Eg0eP}MO IMmagmboas, s647 IHs30e—bdosbo Lodeqms, FsMderswoa76b dbod36g~mer396 bsfo- 
Mb sqeombsbsGyqMgoob 3memgdgoobs, GmdM7d0;3 AVL {rgd jmos soMjascool berg3¢~9ddo 
1939-1963 Geogddo. dob e935e odobs, 4d IGI3Z8~bIO3HMd5 LESTSbSbosmgdg~mas, MMgZ,%(3 
839539309, abg Jomoms IgboZ9e%jHo sHosJhozobmgZ0b, 1376 gyMoeEmgdsl AgZ9hgM7dm Jocmoe 
IMS38~bIo360 LodIm_Mgd0b 3743086], GMIACAd0(3 B7ZHM3Z7dqer ofo6s 3 gnbmamsyob — 
94836eEe cogbsb (Armando Lega, 1891-1977), 39M 0cm0m 39g0Gsb (Vergilio Pereira, 1900- 
65) ws sHBj4 LbsbGeobob’ (Artur Santos, 1914-87) dogm. A396, 94939, 3omgecrabGobysn mm 
358)3H8 BMHBHIA{Imogyqe bog3gmdo (Jgqg6o0b Bowes Gsombdo) — IAmbbsbAobs ws dA_763sqbdo 
RsBsMQdqyero bogymsHa b53qeg bsdQIseb 49093954 seEMGyj7e~ 1980-056 wes 90-036 GFeogddo. 

M3HOd gb sda gmbmaMse30? 306 093696 obobo? Gs dmo387305 @S 33646M5b3s 34erbesm 
830? Ab Agbsg8ero 30MbZ97d0_ 333003783 Joerms IMSZI9erbIosba Lode_Mqdob yegMseedols 
BergQo9MH 0930b9d4%709db7 Abyxge~mdabsb, Lodmgmgdobs, Medegd0(3 1396 wogobsboomgor, 
43043 bsbdm3~m] Cs bsbgMdmog30 MMbsdIQbHQd0. Ibq~EZq~mMdsdO 33043b yRgMsemdol ~wod- 
SbIb0sm9d9——M0  BMHIMEA{MO E8 A_MMEDWH-HOGIJEmo MgZ0b9d9b0. Go YMebsb B930d96m 4d 
30330768700 Lobosmals bdemgs6o hsbsfgMgd0b, 3OGQgmrO Ls 3Md3~gdbyHo Igbogs~mqHo 38HJ- 
Go30b j7Hm0 IGM] GsGo~@oab gsdeogzemrggom? Gmdgmo AqbogeerWGo 3Od3g8q6309d0, s6Md0 
5 LHowg|d0 sGHob 37976 HoM7dr0? GMgMH beEgds Isma 358)93%M0%3(308? “AJagzad~os 
830336 Iogbodbaom g7bogGo3744o 398 J3MoQ60? Ms Ajad~gds omJgob 33 Vobodeqmea sHo4- 
GHoZ0b LeoseyG G]~M93968)7Omdsbg? GmMagmGo 9H338~d6043696%-38660 aJ6gdme6q6 obobo 
Lagmoal Joempdabsngzob 038 EMEOb, GmeEgbs3 Jzgy6ob IsbdGsd0n LobymdFoy}md M7sMgbajmo 
LOJHSHOG JMO sm~oGo39 cs6gMas? Y{mbmgMsdgd0b bodqdqd0 Ed 43~7bdmg%3y30 3-ob sbs- 
MobO 3306376986 bdorg06 weads~mgdb LAgbaMA Ed gZoBys~yHo 06GB QM3MQHs(300bsmg30b. A396 
Ingobeo76 Bqbogzob BH _QrMobsyosks Es dobo BogaqgMo0 Abodgbgermdob abS MIM AAHoQoob. 


Gsdo gnbmgMsg0, Isma yH_dqmygdo, Imo35309 es bsd-y9~~g9d980 

SHISHEC cgbs, AMR 397H7OMS C8 SMA LsbGBeorbo — IMMByjasmoqhHo Iqbo3ob gb 
Goda gsdefabomoa 3emgd(30ebgH0 d6odg{6q6m-396 yyMseEEpdsob odbsSb-AM|dL. doy bgeEs39~ adobe, 
4d 8MHBVR5~M03d0 Lager jHo yoRob b7s0M0 IjboZsem Aho HOs:e0300b B7ILGoge~mgmo bbgo 
9300 Abod36j}~eg860  yere~rg4(30-69MQb0(3 093696, 8d 380M7ddS 30M370~9ddS QvoZg9nJb sjwambs- 
Gs§9M7d0 Logdsme 3O3g9~ HMoGmMosb9. ds dog A7bOymgdqemo hobs} gGq7d0 soMe@yjascrool 
Lage ma dgbogsemjMo Hs:e0300b sdbsb39m, f376mgZ0b (6mdo~m y3zge@mob] d3Zg9~ gBmbrgam- 
Sd7db GsGderse@3,96b. dso CEE IZA {Ms smPgMQbsb_ IMogaembIos6o Lodeg_MAda0b dbod36j7~mmgsbo 
MHsMeqberds, KHEAMMg|MIE86 LsdIbHID smMM-jascrosdeEg, MMI{MOS WIMsZ3e~g7berds Jo~oms dogh 
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ayo bsdegmo (bm. 1). 

SH986EM gbs ayer SMM AaQsmoyhMo Iqjbozob smmMdabydols oeJom |9Go3907mo Yocmsy- 
MOMOLHO E38 3Md3MbOGMMH0. Dobds IeormgZsGqmdsd IbodgZbqe~mmgZ960 g53e— bo Ofrbos smM~Py9- 
9600389 ROEM zeMGHobs300b 34-(39b%9. 1939 es 1940 Gergddo ds6 RoGgms 487 gmbmamsds 
AEG K 4 bob gdob dsgboGogmbby. gb 63dGd0 GsGorra oye LoJGsGoOMA~ bsgombsemyw 
LEZLSFIjWMs6 5353d0M7d VO SHEA Hobs IMHBHyAgQocroqeo bsdgsHer’ 39d 969 (Exposi¢do 
do Mundo Portugués) 1940 Gab. snfeoggemgdol 396ds30md33o ~539%33~0 64 go%o (Ao- 
659940), S6ersbI6 {q760b 3mbMgM3d8HJo3do gIeEs8s6o~ of6s (ORM AE d38)9M7d~M9d%] (ws Ger- 
GoGo 39bGs6sb dog IbseEeE9d9 39d-b(39d8e, 13760 gnbmdybogmm~mgoob obbsoGyhob dogh 
Aq7djd9gZ7dj~M0 SHergdGob HoMacmgddo. hobs gMqd0 SMM -jascoalb Mseombs CEs (gHg30bo00b 
oJo30b (Arquivo da Radio e Televisdo de Portugal) 34360900. 

BIO XOMOM 3gMQOMS ajbeob woMa;MMHO ayer. Jobo IjboZo~qHo 3-e~gJ(30980 CEssgQobsbbs 
BOGS EEQGE’ gmbmgMsyo0bs ws abGmmoab 3edobosd (Comissdo de Etnografia e Historia 
do Douro Litoral) 1947-1959 Geogddo; gb 34egJGo dobbs obsbsge» Loge~ob d-jbojzs@y%o 
BOsE0G00b DqgQMegqdob, ImosgMgbse, 3mMg9erqHo IHsJGo30b A_LFo3@mob, 3M yascroyMHo 
ILoZ0b sHersbob Ajeaqbo dobbom. gb bsdMmdo Aja393e5 1957 gQMmbmaMsdsb, Gmdg~mos- 
396 1801 sbersbsbb GoRM A 438)5%qde9dF] Of63 Q9E9886o~ GerbsGoem 39qbGs6sb doge 
Ld LY3qErOd (3993904 39%]d) Qnbmermgaab gMmgbye~ 49% q-9d0 (Museu Nacional de 
Etnologia), coobsdsb8o. 

%gdM36006-yer0 _g-be1g,H93980b0396 396463537d0M, 9sHH 7H LobAeb’dIs, 3d3obomMds 
@S 1947-1951 Gregddo BseMbAHo AqboZob LsQMosdImGolber sdk’ wCoM|JmGOs 3-do89- 
Bob FggMds, bo39~Mq7 bsd-jTse7 fo9GsOs 863 IMME IMP jascroob 368067684 bsGordo, 
SM8dJE sh emsbGo3-4ho satbob 3jbd-j~m9dbq — BeEgoMsbs wd sboMb] ~ws 94939, s6ammedo, 
combesb Mg,0m6d0 (Cruz, 2010; Pestana, 2011). Agqbo 33939 grgqbomgd jmos 116 fobs 9%- 
absg96 B7d@a9H yrmmg(309b9, GmI{~rA”3 Jqo0Jdbs combeEmbdo dsHohsbqmob bsdsafggderme 30- 
3833006 (BBC) dogqm, 1956 Fomb. gb gmmgdgos gsderdggg6es, GmgmM3 soM@jas~ooals 
bseb amo Igbo30 [LP/BBC 1956] (Cruz, 2010). 


6dmgZ86gd0b M530b9d-4M]d9d0 Cs FB IMJobMEMg08 Jo~os I%339~~bI0S6 bodIM|M]ddO0 

LodmgMgzdols 3emrgdQ3agd0b dbod36j9meg96 bsGorr’do A_LGo3momos IMsgoe~bdosberds Jor~mors 
ROM 3~MMGdo. gnbgMs37d0b dog LodmgMpdsol go gamGobsya0b CHeob smbodbyje~o Hg%do- 
Gereerg 07440 09390390136 7d9 Bsbasbdqmas gdo3j%o gsdrbsoJgQ0dGb0m, Ms73 9gergbb ~Codsbs- 
Gosegdge emer zoe 896963094 ws SMoJGoZob Joc~mms IMo3Z0e~Mbdos6 Lobodmgme M73q%By- 
S40. L6e1g3¢3E, Lowos73 Qk SHoJGog9 9Ed-M3 76s, mgm; fbb, Irbwes Joes IMs39e~bdosbo 
AVLOQmpdal IqbogsejHo Dgbsdengdemedgdals gss}b9d9, GWG jempdemdal Cesdsbsbosogdgmo 
ZOOH {Ma jIQda Logs, 969 3MMHdI3~H-7HO Lob gdIsHobsyo0b A7bsdsdobse. gHo’yg%o-yd7b0 O9- 
adengds E5339 6d9Merls HboghogqjMo ob3gJGob A7PWLOympsemmdobos6 939340 79d. 

Jabs’ MQQ0mbo doTDZbg{megsbos Joomms IHs30~@bdosbo Lodm_Hob HgZs~bsbMobon. 39e- 
cabs 39b3m639~mbo (Carolina Vasconcelos, 1851-1925) doynamgdb 38 GS ,0mbob I-gbozoco4O 
IVIL -QeEpdseredsdo Joos ofGoqomdob Ajbsbg9s (Sampaio, 1931: 5). mgmgoc~e dsGog9 (Ted- 
filo Braga, 1843-1926) doqjnangsb, Ged dso Iorsddj%E830 Ga@mo 34erbeso bodegmsdo (Braga, 
1893: VI). 3030 d4037db sbboogn 38MM jQvmoab m~@e wEAOEMRMob, sdserosk 34969 7d0 
IMdEAMIEMOs H{IROL Lavradeiras-ss Rs3d-jemmdsby, 4-39 bobo bsdgAR{~ MyYxsbb bh99- 
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ede676 1891 Goeb (Corte-Real and Carvalho, 2001). Lavradeiras soy39-boGy30m booxcools 
I_jMb{9dO Iemd7d539 Jom~mgel boTDbsgZb. 4d s6bsdd~Go 43d035(398M06 AHOseE Jomgd03 (3987 
3930696 ws Mosgo86Mn fHoQdjermdab C_dmbbAGOM|d3b  obeE96E696. ~eg_deE | abobo Msbheob 
ROEM gerbHa3ebgd9e@ oForwegd06 (Cdrte-Real & Carvalho, 2001). qoems IGsg9e@bdosbo Iqbozob 
Arm@abs ws 4939HBQsMals 39736 d09%4d9 Ed DobsMb’ MQZombob bog~gdsob 6od7098da do3Mer- 
AHrbseo-qho ab MZ0eoqQd0b smderhgbs 1660 For derbes. 300968 gobs (1849-1925) wos bod- 
3000-b (1865-1937) dog ImbBIMd~ro ISH3ZAbL AMBH_d_eErO’ obGMMo Aro soFgms sbsbosmgeb 
Joeems IMs38c—obdosb Lodmgmsls dob3Go: ,,b6doMse@ beEIQds, Od Jqhodo gsdZ~mg]mo 43 bergerQ00, 
g06bs344nM 60M KoyRby~mdo, Bysemobob, AgMeEgd086 ws ~bdq676 Bmbobb — Gamdob weHrb 
A7bLG-jegdge LodmgMgob, Gedgmbsy J-yhodo, Wags 399%Sy g-7oEONMsE, BQZOM_dAMsO os 
396dgmMqogd0m Ae_mas6 ydsG30~@o Joegdo~ (Pimentel, 1905: 34). 

gmbbsore bsd3s0e0 Universidade do Porto- io s6bo3mbo es gnbramsgyo, seFgob Go- 
30M sbsbosmgdb d3O37b ImbAqdg@me Logemg|mo Joemgdab bAGdab Fymdob LH yAmymoRompdsh, 
UabwJgobs w~s yegMsemdob bsMobbL: obobo Im_m@mebo6 2, 3, 4 w—s 5 bdSdO Agrmbge0 
Bebyd0m ws BdaMs@ Pwabmbsbl-jHo abSA{M3Zo0e~gd0M, SJMEMbaM, 4739390g9b0Ms ~ws Gqbq0~9d9- 
don (1660: 44; Silvari, 1874: 26; Sampaio, 1931: 5-6; Corte-Real and Carvalho, 2001). 

XX boygqbob wosbsFyobdo bsd33:0m bsbb qAb33de@s dob3m‘da Joo~orms IGs39e~rbIa36 bodes- 
Mob, MeogmG&’3 Syeagogh, ob bogMer 3ebGg7Jbdo. Igb8s6sb sbHam, gb Jo~oms Iqbogzoconm 
LsdysMerbors6 SoMEsseM Cs353doM_dqjmo, 30M37~MO A3763d~9 ImEFA_mo wegjdgbGos co do- 
VWdo s3GmGHo sbsboemg_db IbreE~rme Js~os M739%QsOb (Pestana, 2008). 

God300e sbby69db GIMb-rbse Frwogdqjeo 398 9Ms MMas6obqoA~ Joerms YZ74QRL, Oerdgemboy 
Lo 3g9mgber Ed 39MZsE 6539MX09]30 bIQ60 B4mbwos ws Lsg3g@gbom DbobyAM_dbo wo 9b939 
930%] 2776 769733 7dMEd. gsbbFoze@mymo bseEbab dogh JqJdba~Va 3md3mba30980 Gqa(393 905 
939m9bq Gm@s 1 06 2 de6b (baixos,) 1 qo bdsb (medio), 1 gsd30396bs (guincho) ws 1 g9d- 
30386%9 dsese@ bAsb (sobreguincho) (Sampaio, 1931: 8). bsd3s0m FybbL, Gd gb ddZ9609%0 ~o, 
Ag7bsdeers, AMbsLGG{Wo 3930765 Lsdm~mmme I33e@5 1931 Frobngob Ed sego~mo ~wsqnda 
99°93 BQMM]bSHOLb3Z56 Losbergqdb, Gmdqma?3, Agqqj09dM03, Imze@mgdqje~mo ayo MH |ragaqH 
Z0dMdLsb37~mmdobs Ed BHIMbGaS’ C8 AdQMMRIES BZMMMGQoqj~a Lomab bsqMer Lodmgmob 
S33 HoMAdyera Age~meeoom (Sampaio, 1931: 8; Cérte-Real & Carvalho, 2001). 

0633MMHds3001 803760 bg, FoMIm~w@a bam hsbsfyMgdob oer 3°99968)0(309ddo, DgbFoge@o- 
Mad 08 [Ob AIAb Ao’ go-ygZomobFobpdmoe, Modqmdayy Lodmgmss bsdmgmo. 398 s6sb mobsb- 
Ise, 906 sHob &g@dobo, MMd{ma3 sebodbsgb oH JbLMMME gsbbszqoMA~ 939 G9- 
Sb, sMsdqe@ Lodmqmal b3g3030394% dsbgMob. sHdsbem mybs ws 3gMZ0~meM  gMI0MS aY- 
96980696 gd034% BgMdob_mMErmgosb sHs IbMMME dsdob, M39 396663939d7ey 3HoJGo30b seE- 
6006530696, — 8766, 486743, Irs, 786984003, 3365 IG3hO, 336534749 — sHsdq¢0 3300633, 
AGS {389eE5b635 bIS ,,9®HI6QH0L 439d Ie_mmeEs : 3gomdre, Gb (esdsxe~r0 bdS) g6h7G0 
(dq9 64s), @7 Gods (Asser 643). Lod—|_MZd0L BSH QQAG0b%s305d0 ByOdobmMEmaayhoa IMs- 
3900HJM0369d9 qmbmgMse3qd0b daogM gsdmoyq7bjdmes 9d03+3Ho asd bs3Z0b bsdgsbsdq~mo~w, (3 
SZ FHS JoerMs GSqGMBQsMols gsbjIqmMgdqem segomerdHagz s8Z0b7d4M]d9db — dDsgsmoose, 
AQ Aqdmb3939d0, 2 36 3 Agseo-yQMo bAS HqM309dd0, 36 BIGR0gdb3 ~s 3306/89dd0, 36 
RIO HIM GOQb0M, LaJbGQd00 ws efsgqd0m s6/es LxVMeg?30d7d0M, GsGormegds sMssbsdMso 
(Pestana, 2012). Vb3sb635 Gsmeqimdob Jocol dogs bsdmg_%do yogqemro bdS (3 ~wsds~mo ws 
1 Asmseo) ‘Agadegds g363;0bo~OM, GM{ZMH3y 8MMByrasmogem Jse~os IGs3oe~bdosbo 36s4- 
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FHogZobsHZ0b Esdsbsboomgdgemo, M9396 gb, SgbGsb6sb 5330M3Z9d0M, FoMIMe, jbomos, MgZH3 
mgbsb, aby 89 70Mb Ye bemgMsdgddo. 

Gsdo daMamsea LsdqdbMjmg_dmer ob3gJ4G0 gobboeqjmos B9hqQmMobsyo9d0b 30M3ZqI@~ comby- 
%q, MEI{@M’Z FoMIMEaPow~moas 88 {MbMgMsd7d0b 3eoegd3osdo: (1) bass Gsmegbmds, Gmdg{e~a(3 
26H 9AG0ME7S IMIIMIEMS Y%73RIOdO; (2) BIIMS MomEgbds, GmI~M7b0(3 IMsgZ0erbdos6edsdo 
L63se@sbb3o bIGSL (Agee, 36 wydemoM|djeob) skhGyewgd96; (3) beorewe/gxgqezqQ%o dIobsG- 
amgerde. 

R3960 80M3qmo AqjboZse~mqjHo bodydo sHob {7MRQmoM S87MQOMobs 3eem|J(300~96 Dq_MAA ero 
3M6MgMs9s. 030 oe AGagyalyoMgd0b 3He3Zgbol ogo-qlGoM dob obeqbb. Trai-larai, cantaraco, 
CANTIZA-LHSH FHMIE ‘Tq7ZMGZ7dq|Eras I-bG7-3MMEEZSdO (LsbGer BHoMbob sedabobsMs3oqwo 
googqero), 1958 Foe (syeamdsg. 1). gb mMbdosba Lodmgms BqboQewgdqje~os 4 Jools 
dog, Amdge~mOs bdG60 96 sHob 363d8GIE/MIHSbmIa|{MIO grbsSGomgdyjcro: Lodo degeol por 
baixo-b (6od6s53b ygqe@moby wodse bIsL) ws ghoo por riba-b (y3g9@sbq Ises~@ bISL). Loewe 
cantiga, sbod-qjemomgdb cantarago-b ws Im_Gob y390r5%] Losdoem bIsbOs6 QhHos—e. cantiga-\s 
Lome dembs33mgmdb IHsg9erbIos6erdsbosb. Ha baJQ309 asdemoMhy3o gModsbgnobasb go6bb- 
393909)620 IerdMsed0m, VFMHI30 Cs Hymo, E8 9HGo3~96M9(300b 336b56303904~mo 3bg60M, bore 
AVLHymg_d0b CAML, AMO-qMo0 Y3Z9e%b7 LsdoeMo bd asderymyRl’ yo3zgm sM@ogjers305b dQyo%] 
IQMMw@ayMO 66300. 

AZ96b shoemobdo Imgerg ed bsbgGdmog MMbAdI_KH dL smgZaJg9dIm, OMgZH%(3 od Jocmme 
dag{% gbagdog7%o dobbzdobsngZ0b DLO Qemg_djeob. doo Looem~7bhMI30MO 30939bmdo bod-ydoe 
Lodmqmes byewob esGn3s (macar o linho, sjye0mdsg. 2). bodmghs gs6obsbe3H7d3, M3243 
BjH6m, BsdIMQMO (3sdQGO sHsoE_bGog}o(3oM|sje~ro Jocrob dogm: 1 — sobreguincho (bodbs3\s 
peMpbse dsEs~ bISL, 394303966), 3 — guincho (body3eboGg3om — g3zooq~wo, dseEs~@o bd), 
4 — meios (bs:d-j3@- bIs), es 5 — baixos (360, wsdse@o bds). 

RHEaMM|ID IMM jaseroob BogoqMoo Logmob mgddO Jomms bAGdL ~jGerw@gd96 gacrsb, 
4873 LoGy39-boGy30m bodbo3gb boydsOb, bgds6Go34Gse 30 — bobodmqme bdob. 

39 6367} _MAIGO Jocmms bIZSL 34rmbEs Esds8Gd0M0 deEgeEMmdand LaJLjorqjmedol wo- 
30435 Ed dsdohed, Meme@gqbs3 obobo 4303980 beE_dmEb6 76, 9E9M 34rbeEIM Lodmegmol jox~mgds 
(Pestana, 201 1a). 34 Lodegms grg3qmemaqMmmdol Bqdseaqbgmo Jdgegd3s oy E35 LH AME ZdMeEs 
Joeoms LbZIE6b635 Lofdosberdobs ws Cwsb3qbg0b CHMb. L63se5b639 segocmob, Lodeqmobsb 
Joeogd0  dodsGo9396 docrmos6 Mmsg0b9d4H dsbgQMelb: ~wa7d086 IkoPMHME A7ZZqer 63693969H]do, 
e653 Fob wesbmHombo ws, f3776g9dM03, JMO bara dagM_dqj~o 9430 380%. sbyn CHL, 
B30 LAMESEHE LsdQdsmb AAG y3Z989 qbeEQdsm, GsMd OdIL_MEb 43 Ms30b9d4 3mbsdo. gb doo 
Lod-joe~mpdob_ sderggb, gHodsbqnb <jldobmb ws Imsbeabmb bdolb 36mg4(309 BoM wobsss6(300%5, 
Gsbesbs6 47763(33c9-6 domgas6 GmOls gs6osgbgd-4e~ Lb3o 3g74Qb. gb bsabGq{M_ber Mgdos boderds3- 
COO BZM@gQZOLIMZ0b, gsHbogqjmMJsom 30, 8OMHBAgQs~osdo 49-20 LoxyZAbob meer snFegqjersdey 
erg} MQIdO Joempdob MZsMHgQboAmo IeamdsMymdob g3erq3obomgob. 

37828, JCrob bsbodImjOe bIS gsdmgqb4djera ager gmbSodGobsogz0b, Iogsmanse, Mereg- 
Log abobo {oFag7MseE CsdIOMM 7d yembo 043676 (Lodm_Ms deEegmmeEs6 degmmIe), Inoes6 Insdeoy, 
g39do GHodob s6 AGyIbZ30b em’) (Pestana, 201 1a). 3d dmdq6G do Jsegd0 Inge 4g6- 
JQ 03b 98676 Msgo86m bdIQdd0, Gsbs73 Gmgxg9% bobo gMdberdob 539%|39dE9 Jodgs3z~o, 
HQH 3 Sd S7LAs6s seoobSyM7db d3639gb6d0 1990-os6o Feogsab esbsfyobdo. dobbsb odo 


(Laphg39-bo@gy30m — GdobeEs dos), 33M LsdIbAQnaM, Jsergdo Jo6ob g9F9398sde@] do(3s30- 
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696 Jg006 (07398 doos9 Lodmg_h-bodej{Mam, MIMd Gosdd7%930 Lodsmmmoesbh gsedIerga,eEmm 
93030@0b mobal Jrmbgd0. sdom obabo gsb6sbsbagqM7d~bq6 yZ0Z0~qd0M derMorq~ bob, Medgem- 
8393 B73E@M9Sd0 Bgoy396s (3ab7b0ds,%]%q scoysdgIMMByd-yeo dq%o (Corte-Real & Carvalho, 
1986, 1987). sbgo 89dm63939ddo, 975e73 begyqemdo Jsepdalb 0M330~03 Jdbo~es s38mbodoyMer- 
dabs E8 gIdIMMAg Armdab sHdobyQMmeb. doqjbyeo30e@ odobs, Ged IMs30ebdosbo Lbodmeghs 9H 
F9Mderse@3, Jes Joos _Jb3~myjbo3b, 36948)039do B7Io’-ymo qjybsqho glogogs woyRoJboMes 
APDLG-jeg_dmedsdo. dog] Cs 3O3gMO MMbsdI7LB emo wg sermqda 33gbd0M|d9 o3b6L6sM, oxy 
430% AF gdb bodmgms byob Joegdb Iesbeobmb bo3-WosHo Msg0b 09680930730 9d9 CS 
ApLH AMG GFodgzs60 Gamo msgo0b bsbogscmgdsdo. 


3379640134590 3 JeEjMseEdob E_Bs@mgdab Z0bqsmqjGo GoHIneg,j76obsmgob 

dd abAmMoymo fobsfgMgoob og3qbo34Go gmbh _JbGoeEs6 gvdmdeobsM], 396 agob~ws 
ababo MgIMbshobmeE FoMdmgswegobmm. 80439 M03d0, H3Zoe~dobes39do09 38d M_I_QMAjSMob Ms- 
3049d-4H0 MHdo~mo, ,,dmM‘bG03~M7* Bsbosmo. 4MgMH wsgsbsbosnmm bg%b9d0, Mmdc~mams(3 bAQd0 
JOG ydos6 96 (390393098086? Ms Agade~gds wsgzabsbom dso IodHsmdsdo? A7bsdeogdgmos ory 
SHS SEJdoM |8635bb353mm LAG AIA VO {wo E38 MMbsdIA6G ero 3394980? AGsgeerbdosbrbsdo 
IjboZ0b _eg@seEmdob (330c~g7dI9eE0 Lobosma ym{qc~rmgob sobBQMgbabesn Iq(360g9M]dL. odo 
393,908do, M7 MMAMH BeE*MeEs gb sIMMAHyg0mogqM HebohsbsFj7ddo, 3mMBq Ggse~b ~woog- 
GIsMS SobGo34Omdob ob g96GE8, Gedqm3 436 dooEM sMMHByQsmosbs ory yeoeojddosdo 
(999) dgqmo fobs FgM 0b AgbFog@mobsb!. 39433740 so8Mgb70M9 Ed bsdIbM] 993%038d0, 
9-%3d8034% 3.j6—E9ddO bs3MZ60 Abas3zbo dAgZMdbrd0sHQ  3e@robo3-44ed0m (Carvalho, 1999) 
Jorsg,erb7d7098d3 3909359308) 9H, BZOyggboM7ds dmagzgbeabs d3q%am0 8HErep@jAhob Z0bjoc nH 
F9dee3,965%9. 

8309 Ed bsbgHdmagZ0 MMbsd_bGoM|Zd0b f3q67-y3emo shomoogyjGo 30673933006 30b4yeer- 
40 GFsHdmE, 7601 dobbom, Msgab-yjgZsmo ORM {wo 84MgZM3d0b 5377bde- 363930 3-ols 39d39;00 
grbosbsemobjdems3e@ 9396hogn gMHo Lodegms. gb 86mgHsd9 gsdrb3segb 3mMMBg-M7oe~mds wo 
obsdgm~m SoMg{bds GMomdemog 3HegJ8)do, GMI{My Qvb6bMG309—mes 760376 b0@39 6-35 (9 
e@obdosdo (Pires, 2010). 

337960363930 SHols qnbod-qjbo3gmmmgojmo dobbxdobsngol B7Jdba~Mo IMs39e~dbMo30 3He- 
3308 da9%0H0 LI7AMZMsdOL gZHsQ0374~m0 FoMdmes jbobsmgob. ob q0d~7do39 Lo3Msbaqnob 
Hse00-8jeg30%00b GRM-ob (Groupe de Recherches Musicales) 93.9349 dszob6Gdob 3ed- 
Sax IM Q60b9MZ0b 1988 Fob. 1990-056 Geogddo BjoJfd6s dobo IqmHy, brerer 2004 Gow 
— dgb3909 39MbLos. Isb wowed Agbsdergdcomdgda ofgb Iqbogob ymgmMsemdob FomImbsbgobs ws 
sPfdobsngob. dsb A_zade@os shg76ob PBsmmob ROMs Es ImMFGrwgdqjewo dba9%ob bogbsmol 
V39J8mgMsds, daqMol bsbagMmdmogmdshs Ed LobdoMZLbos6 Cs393d0M7djemo s9MsdIQhM{d0m. gb 
G03 {M0 BArbF ye, A7Jdbo~o MsbsdjGeMeg7 IqboZ0ejQHo 3OdSMBO300b  geMgJ8OEdy-4bG0- 
370 SHOQd0b LHoge@pdobs Es AQ Zbmdobsmgob, 9983079396, md sHob Ago LobsMaqd~r 
ALAG IGG IgboZse~mjMo 39H G08 WOob HgZsmboshabmadobsmgab. 396 dobo I7gd39~md0m g306~e9 


3939d-A Jorn dergcmg wo bsbgMdermoga MMbsd7HB Jeo LB s~mg7d0 Cs Domo yBo3{dAMo gg7MboeonH 
HIG nv6. 

LoambHOs[oME GoOdIeg8@3960 3336 3- dsgo~ob (Fran¢ois Bayle) 3md3sobac300b (La fin 
du bruit) 30%jsco-4Go bodqdob o%sdge~ BoHgbob dogh obG {MIM qQGBoM|dAe~ sHscrodb (Pires, 
2010). gmoqogzqera gsdrbsbyemgqdgdob sebsbodbs39e oFs3d90e— SoM|LOL Bq7deronsgobqoqye@o bod- 
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smmepdal g4dg~moa Loowes6h 1376 Lso~qbGMoyomeE B9Z9OhagQM agsQo~MBG {mo Lowy39d0 ~wos 
L635 3mgoeo-qHo 439HQd0, Sq_JBQOQ0d Cs yeQ@seo wobsFyobgd0 (Pires, 2010: 37) (baw. 2, 
3). 

43948)mgH309%] GoMdImesgjboera dga~mob yadersboyoob }AMsgI76 Gob gMoyRozqmo A3MM- 
IQZd0L gsderbsb-jemgds, OMI{~a3 b9h39bQb09 47-963 39759, I30mb37~b, hobsfgmol Ieobdgbsb- 
O86 GHOIE, Lo865bzdL gvsbsmo body soy qjook. 

090920 gsdebsbyemgds (L-yM. 4) sh396gdb GoGdob QmMdoMpdsb. 94 Ijzomb3qeb Bzqdewos 
Lsabsberb dog scrangd0, GMgAM% fbE9ds S_HoMeEQmoe Sb JG joG09, CobsFyobad0 ws goR30~- 
Bam bodygg%0- 


AbLAMMHoA~a 3Om|J(300096 sHdIsb~oe Emabsls dogh 1940 Face (3908) 309-44 /RHPAEMes—e- 
Ierbo3mgqon IMMAygomosda AsGgma~o bodegms Macadeira, ses boq30 GoM dAmas, MMgMH(3 


BAmdob bodoghs Uor~rob eEsGmg3o0beb (macar oO linho), Gmdqe@a3 gsdgqnMgdse0 wsHSydgd0m 
Sbobs3b byob [9939-8968 3ob. bodmgms oF yqdo bodo GoHdIQmo wesMPydob B7deE9, mMbsdg6- 
Byse DO jemg_dymo qosMadog~mo HgaJbHob o vo eg, 1 80, 9 asbdIqmMHpdsom, Mmdq~m3 
jhomdgs Senhora de Nazaré-\s (6sbsHqngemo0 JoerdsGrbo). 37de93, 30M0b bL969d9 dog3s6od- 
67db, ed Lodges o8—gMHId5, 4-39 Ierbs@m(3s@ dow@asb. IbM~meE bogy3o Macadeira — od- 
29M0b LomsyMo dog3960069db Lambs 96 L639 8Meme@ 7h 67 GOBI]mse Imd-7d939 Joergdb] 
(b49H. 5). Aqmrob’y wesMByIsb] bdgd0 BgImeEob Msbesms6: 30%3q9e@mse — Leae~obso, 37de9, — 
89MM) BAS, Msb53 der3g39d9 4 Bdosbo Lodm_Ms (}g%(309d0M. IsEsera bAGd0 ~wsdseobg cmJ@s- 
30M dsemss. 3 7-9bde13 63977 dsno bso, Mdm; 39Ma9~ fsb b3g4GgMsdsb9, IeoqdsMQedb 
rGog{0b mdgHGeb7d%q BIH (3oMZIqer0 BMImboAED LaMosdo). Bobo, bsbasbI-gqmo oH- 
630768 }eM Q{MMB-QMsSdO 7 40 (9, bs3dSMO IsMAoZ05. LodIM_Msdo dmbs733~ job Lomabo 
QS gpbeo (bam. 6, Z0e@gmdsg. 1). sgqbImgMsyxQero |{MMHds, MeMdg{m0(3 Ie0(353b oy309% 
HAJILA 3, Gomes 33063969db LowoabGob grz0myj bsEL, bog-ybeEm sbogob 3sMe0be39/ 
930090 BIMAQdabIg96 3361456393980M. gdabsbyergdab Ambo 330h37696b Mmdg_Mmbos cmagmogh, 
bow~m y mg@do — Lobdomyb [HZ] (4-6. 7). 

d29M3eE0 LAGI Amol HgsmbsbGabom, 7b IsMo30 LHMMRQ~m Lodmg_mHss, Gmdge do; 
dahonsea Igmmp@ajMa sta IqmME9d0 d30MJed MMbsdI76Ajmoa 390M 7d0M. 39HImbos Ag0- 
G93 Agqq09dH03 BIMGQa{~ ymbbobsbbydb, Gmdgma(3, MMgMH3 o-Mbgd yroMesbos smbodbs3b 
(Jordania, 2006: 137), 936m3qe@o0 GBy7Qoj~o BGHIrboobs Ed s9Gsemge~yGo BHAA30g9d0b 
PHMseEo308b A_7b9d3d9d9, Msb53 YI 30—]3 XIX bogygyoob m~mb dook6y3e@676 3oMB-yase~o- 
Ho AgboZob wesdsbsboomgdgqe bodbse@ (Arroio, 1897: 14). 

1039 — IqboZ0e~-jH ws LoPy30qMo HBoJbGo sdzsGoe@ MMbsdIQé-je~ro bobosmobss. 7498 gb 
09006393940, yegmse0 Logbsmpdob gb dmzm] ed bsbgHdemogo MMbsd7bH9d0, Gmde~|d0(3 Jd- 
Gos6 Joerms IGog0@bdosbo LodmgMpzdab SmobGo3zob, Lodm_mob LHG- 7A Ao {eo  ge9d76 8) gdb 
54 FsMder3@3,9696. Lodeqmsdo MMbsIFL Bab’ 3-6(3993(308do 1376 Zomg3ecmobFab xd g30Mm3sb9 wo 
dols g9GQm sMbzdqeo BMso0(305b. dogscromse, MMgMG3 gb begds 093746 godgmobdo, oJ sMos 
JOJMICO 969996930, Merdmgda3 73RHOO LAG AIGVO {Mo 96 ymrom@Pedo3;jHos, 30eEM] bb3e, 
4d—9d0(3, JAMO MMbsdIZ6A Aero, 86 GMgQMHy abeSmbzboMals 49dMb393900, 43H wCAhocoy- 
Hse Csd-jGsgqd-yeroo. 

L5 smMb, sob MAb ~wAG sera — SMM QgQomoyH bdAG6om bsdysMerdo 3363eE9b0 ~worwo 
8 33803 Lagqbegdab 0693090. abobo dsdob37 smoJdgds sHo Db MMM sMsmgemnMHo 
GAGd0b YeQMse dobsdo, sMsdJ{@ IrbMos~g IQMMEO WHO bsb7d0b semsbio034%mdsd073, MI47e~0(3 
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bsbgHdmogz0e@ swafdgds Magadeira-3o. bg 960 LdgG6ama gsde(300M7dS ImrwEob 3mMH@Bg-Agoc~ol 
1980 © 2011 GFeegdsob AmbLHeob AqesAgsam0 Vo3qe~g LodqQIsegd0E96, Loeo73 bsbaGderagzo 
M63d768) 980 RHdmdeE5 IembRMboyH bod—g_M7ddo, abesd-jha AmeEscmmdol Mgs~Tobs(39- 
do g93eQ6am, sempbAgomb 1985 GFrobs ws se@jo-dobsob 1990 Geoab gJb3qe0(30g900963 
53,939 Sgbéobob 1990 Froab dsbserqbob 74b3qe0(300E6, bows; <jIg~gbe Imzmy] MMbs- 
996 8)5(3090 ayer smdehgbamo. IMmagebajMa BMseoa(303 IMOByas~roob PBHMseogayjw dqbo- 
3240 GMERbMsEOs9 B7_bsbAmo seoher-dabsIob KHEoMm|M MQZ,0Mbdo Ed spb A gomb bodbmIn 
AgZOMbA60b DbMEMpo J3d539309 bodM_IM]7ddO0. MMHO39 — bsbd-m 309 ws bsbgMde~ro3o0 mMbsdg6- 
89930900 RAEAMM|MGO 33053 sHob MMO39 Z96~{MAE HZ7QRdO, Lr~Me Jo~moms IMs30e~bdosbo 
Godegms 7339 39) bodbHAm‘do. 

XIX-XX_ 109493699808 dsbdowb] 8MMBVQs~moob Log} 7~do Jsemos Imm~ogy3mboyHo bod- 
7GOb SHoJGoZ9 Msb6eCsMs6 Bqd3oMEd. sdob ByM~rO A7ZAG yO {OmyzmmMymo 86 3gbob obb80- 
HVGQOMsMo%s3098 XX boxy73-760b woobsGgo’do (Carvalho, 1997; Castelo-Branco & Branco, 
2003). asb-jymo Loyggbob gs6do3ermdsdo, GMgZM473 3gb8s6s sebodbs3b (2008), G[oerzgq~ 
$30MMdM3 aba3088039b Or 9H HsZMZ{MaM, 5H SMbZMIos 94/3 BVMBqo gro smmoso3o 
LS $43 d939E9d0qHO AbBIM|LO Lage jMo Ijbog9eMqQHo ADL {mgzd~mdab Jods. 

33796434330 3 AXHI0 LobsMa 7s Igbogolb wABse@gdab shs~otabs es sbsbgobsm30b, 
53,9039 639006 MMasboB&sy3o0b 06/)93HI78)s(300bsMZ0b, M23 Leo3os~~WHo, Ob7 ogabdo- 
30 8 glorgo03700 HZ9eMbsbMobon. 6396 gs630bo~m | Jergcm) ws ZGdgQ~mO MMbsd7bS 0M 7d04b 
Lozombo yO{Mse SMo4{039do, J3363d Iemdsz0e'G0 gb BoEMbsF yo (53,376dsM7d9 7390 39303~M 
Joerob Gemo Ie(39d-4Ery 39M]IMdo wd ZodLRQmom LadsHBojzobs ~s IMo3Z0~@bdosbOdob Ze~osbo- 
30730M 0b Lobsqd5b]. 04939, Jobbse 330J3b bogG3~@go gnbrgMsy3Gd0b8 Es GqQILOjemgdegoob 
Hm smMjgocmoyM Igbogse~jM gym jGsdo. 6396 39d6Hmd0m bsbodmgm@e wg oemgdob 
Z0B9e—-4HO HZd5MbRabrgdab oeEgeb. sdegbs@, Joer~Ms HOI@0304~o sImmoagmboymHo Mg3- 
9890 ‘Agadeogds Ierdsg0e~ wob3jbagddo gobegs y~egmoemdob Zo0b-qjse~qjwho GoMmdobsbg3ob 
dbs LHMIH 93004 wsdZ30eEMQ60b Leodq~o. 
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MARIA DE SAO JOSE COTRTE-REAL' 
ROSARIO PESTANA? 
(PORTUGAL) 


INSTANT AND LASTING ORNAMENTS IN TRADITIONAL FEMALE 
POLYPHONY IN PORTUGAL 


Introduction: Portuguese female polyphonies 

Vocal polyphony, or multipart singing, represents a considerable part of the sound recording 
collections made in rural areas throughout Portugalfrom1939 to1963. Although they feature male 
and female music practices, we focus on female multipart songs collected by three ethnographers: 
Armando Lega (1891-1977), Vergilio Pereira (1900-65) and Artur Santos (1914-87). We also take 
into consideration our own fieldwork on two small Portuguese inland villages named Monsanto and 
Manhouce during the early 1980s and 90s. Why these three ethnographers? Who were they and what 
motivations and means they had? These were introductory questions that led us to discuss some sound 
peculiarities of female multipart singing that we characterize assistant and lasting ornaments. By 
these we mean distinctive sound traits mainly of harmonic and melodic/rhythmic nature. Considering 
the fragmentary character of these sound recordings - revealing but a small part of an extensive and 
complex music practice - what can we learn from them? What musical competences, genres and styles 
are documented? How are they categorized? May we infer aesthetic criteria from them? What to say 
about the social relevance of these singing practices? How meaningful would they have been to rural 
women, in a time when specific state measures implemented the repressive dictatorial Policy of the 
Spirit throughout the country? Samples of phonograms and an Acousmograph 3 analysis show sound 
details for aural and visual interpretation. We emphasize thoughts in turn of music categorization and 
interpret some of its meanings. 


Three Ethnographers, their Collections, Motivations and Means 

Armando Lega, Vergilio Pereira and Artur Santos were prominent music collectors who deserve 
some attention. Although there were other meaningful collectors of oral music traditions on rural ar- 
eas, these were the first to record sound in extensive territories. Their recordings represent the oldest 
known phonograms of Portuguese music traditions from rural areas. They document a significant- 
number of multipart singing items, from North to South of Portugal, most of which sung by women 
(fig. 1). 

Armando Lega was a folklorist and composer engaged in the construction of the idea of Portu- 
guese music. His action had a meaningful impact on the process of folklorization in Portugal. In 1939 
and 1940, he made 487 phonograms with an AEG K4 magnetophone. His work was part of a wider 
project of dictatorial nationalist celebration, from which emergedthe Exhibition of the Portuguese 
World in 1940. It commemorated the so-called centenaries of 1140 (nation’s foundation) and 1640 
(recovering of the national sovereignty, after the Castilian domination). The 64 tape recordings, lost 
for decades, were recently digitalized on the Vienna Phonogram Archive and are now almost ready 
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for edition by Rosario Pestana, in a project developed in the Institute of Ethnomusicology, an institu- 
tionco-hosted at the Universidade Nova de Lisboa, the Universidade de Aveiro and the Universidade 
de Lisboa. These recordings belong to the Portuguese Radio and Television Archive. 

Vergilio Pereira was a choral conductor. His music collection was sponsored by the Commis- 
sion of Ethnography and History of the Costal Douro from 1947 to 1959; and the Commission for 
Ethno-Musicology of the Calouste Gulbenkian Foundation from 1960 to 1963. These projects aimed 
to collect rural music traditions, mainly vocal practices, to buildan atlas of Portuguese music.This 
work included1957 phonograms, from which 1801, recently digitalized by Rosario Pestana, survived 
unedited on the National Museum of Ethnology in Lisbon. 

Unlike the previous ethnographers, Artur Santos, composer and member of the directive com- 
mittee of the International Folk Music Council between 1947 and 1951, made fieldwork not only in 
continental Portugal but also in the Atlantic islands of Madeira and Azores as well as in Angola, in the 
region of Lunda (Cruz, 2010; Pestana, 2011). Our research focuseson the collection of 116 recordings 
made under the sponsorship of the British Broadcasting Corporation in London (BBC), in 1956. This 
collection was published as Folk Music of Portugal [LP/BBC 1956] (Cruz, 2010). 


Female multipart singing, sound peculiarities and terminology 

A meaningful part of the songs in the mentioned collections is polyphonic and sung by women. 
The terminological diversity used in the categorization of the songs, stresses emic expressions reveal- 
ing distinctive local trends and practices. The rural communities where they emerged seem to have 
valorized female musical competences of multipart singing to the point to ascribe distinctive criteria, 
applied to performance, in their informal systematization of music categories. The criteria may well 
have helped to in corporate aesthetic aspects in performances. 

Regarding references to female participation in multipart singing, Minho region is meaningful. 
Carolina Vasconcelos (1851-1925) points out the female action in the music of this region (Sampaio, 
1931: 5). Tedfilo Braga (1843-1926) mentions that they have an expressive role on singing (Braga, 
1893: VI). Local memories of comments made by the Portuguese last queen, Amélia, about the gar- 
ments of a group of Lavradeiras during the royal visit to the city of Viana do Castelo on Nov. 30, 1891 
(Cérte-Real & Carvalho, 2001) complement the proud discursive narratives about the local female 
dress tradition. Curiously enough, Abel Viana (1896-1964) recalls not remembering to see groups of 
Lavradeiras in the famous pilgrimage festivities of Nossa Senhora da Agonia (Our Lady of Agony) 
in Viana do Castelo before 1909 (Viana, 1941: 1 cit. in Carvalho, 1997: 125). Lavradeiras, literally 
female agricultural workers, are groups in which, together with men, women sing, dance and expo- 
se their dresses in representative ways. Still today they are generally known as ranchos folcléricos 
(Corte-Real & Carvalho, 2001). The recognition of female music competences, roles and repertoires 
in multipart singing, and the presence of microtonal intervals in the music of rural areas in Minho, 
was pointed out in 1660. The Marquis of Montebello historical descriptions recalled by Pimentel 
(1849-1925) and Sampaio (1865-1937) characterize female multipart music in Minho: (...) “It hap- 
pens frequently that foreigners, passing through the streets, particularly in Summer afternoons, stop 
and are surprised listening to the tonos [songs] that female youngsters sing in choirs, with fugues and 
repetitions that, for exercising their life works, they are allowed to do in the street, at the fresh air” 
(1660: 44 cit. in Pimentel, 1905: 34). 

Gongalo Sampaio, a botanic and ethnographer of the Universidade do Porto, recalls how the 
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historical writer characterizes the perfect tuning, breath and sound quality of the voices of rural wo- 
men who sung in 2, 3, 4 and 5 parts, using quarter tones and even frequently dissonant intervals 
by pedal, antecipagao e retardo (drone, anticipation and retard) (1660: 44, cit. in Silvari, 1874: 26 
cit. in Sampaio, 1931: 5-6, cit. in Cérte-Real & Carvalho, 2001). In the early 20" century Gongalo 
Sampaio recalled it, stressing the old tradition of female multipart singing in Minho both in religious 
and non-religious contexts (Sampaio, 1927, 1929, 1931 and 1940/44). Pestana recalls that the music 
transcriptions and comparative analysis by Sampaio are the first known documents directly related 
with the female music universe, and that this author points out an exclusive female repertoire (2008). 

Sampaio mentions that there were religious songs in Minho that belonged exclusively to 
qualified small organized groups of women called ternos that, with better and properly rehearsed 
voices, alternated the singing of the priest or the more simple choirs of the people. According to him, 
these ternos were, almost exclusively, compositions of erudite origin and included at least 1 or 2 
baixos (basses), 1 médio (medium) | guincho (cry) and | sobreguincho (over cry) (1931: 8). Sampaio 
regrets that this beautiful and probably monastic influenced is appeared slowly, completely gone by 
1931, giving place to inferior novelties mostly devoid of religious expression and harmony, imitating 
profane songs in the Florentine style of accompanied melody (Sampaio, 1931: 8 cit. in Cérte-Real & 
Carvalho, 2001). 

In the information presented in the documentation of the recorded items of the collections stud- 
ied there is a first level of categorization that is independent from the context in which the song is 
sung. According to Pestana, terno is a term that refers to a specific way of singing, not to a particular 
repertoire. Armando Lega and Vergilio Pereira used emic terminology to refer not only to the dif- 
ferent practices — terno, canta, moda, cantarola, cantaraco, cantaréu, ... — but also to the different 
“voices” that sing one under the other: namely, raso (the lower voice), encher (the middle voice), de 
riba (the upper voice). The terminological diversity used by the ethnographers in the songs’ catego- 
rization stresses emic expressions that reveal distinctive local trends and practices regarding these 
female repertoires. This terminology locally used to refer different ways of positioning the voices one 
under the other, reveals that independently of the context, there was a structure in which a song must 
have been sung: in most of the cases by 4 tol3 women, 2 or 3 real voices, mainly on 3rds or on 3rds 
and Sths, and 8s or/and 12s (Pestana, 2012) are distributed non-equitably. The contrast resultant from 
the different number of women singing each voice (3 lower and | higher) can be considered a most 
relevant trait of the female practice of polyphonies in Portugal once it is present in both Lega and 
Pereira phonograms as was observed by Pestana. 

Three main performance aspects are considered in the first level of the categorization presented 
in these collections: (1) the number of voices of the singing group; (2) the number of voices that sing 
the multipart lines (real or duplicated); (3) the solo/group participation. 

Our first musical example is a phonogram chosen from the collection of Vergilio Pereira. It 
illustrates the identification process: Trai-larai, a cantaracgo with cantiga, was collected in Monte- 
Cordova, Santo Tirso, 1958, by Vergilio Pereira (audio ex. 1). This 2-part-song is sung by 4 women 
(Ana Cabo, Eufrazina Carneiro, Inocéncia Monteiro, Luzia Ribeiro) whose voices are not equitably 
distributed: 3 sing the por baixo (meaning, the lowest) and 1 (Luzia Ribeiro) the por riba (the high- 
est). A solo, the cantiga, initiates the cantaracgo, sung by | of the lowest voices (Ana Cabo). The 
cantiga solo alternates with the multipart singing. The 2 sections display different movements, fast 
and slow, and distinct articulations, during the solo presentation, lof the lower voices (Ana Cabo) 
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emphasises each articulation with a small melodic curve. 

We perceive instant and lasting ornaments as performed for aesthetic purposes by those women. 
To illustrate them, we propose a work song to bore flax (magar o linho (audio ex. 2) . The action of the 
work involved repeated strokes with a beater on the flax. According to Pestana, the song is named as a 
terno, sung by 13,non-identified women: | sobreguincho (meaning over-screaming, very high voice), 
3 guincho (literally scream, high voices), 4 meios (middle voices) and 5 baixos (bass, lower voices). 

In some rural communities in the north-eastern regions of Portugal like Manhouce, Cambra and 
Candal, the female voice is called fala, literally meaning to speak; semantically the singing voice. It 
was connoted with female sexuality and when women became widows their singing was forbidden 
(Pestana, 201 1a).Singing was a daily activity, present in different works and resting times. Women 
used to sing in very particular ways, interrupting or not their work: tightly close together in a semi- 
circle, slightly inclined forward, and usually with a hand cupped to the mouth. It allowed them to 
project the voices for long distances, sometimes alternating with other groups, in visual reach or not. 
This is an interesting topic for future research, particularly due to the repressive condition of women 
in rural societies until the last decades of the 20" century. 

Fala was used to create moments of interlocution, for example when they where physically dis- 
tant, from field to field, during the rural labour or shepherd hood (Pestana, 201 1a). On those moments 
women put all the energy on their voices, fact that in some cases conduces to faint with loss of senses, 
as Pestana observed in the region of Manhouce in the early 1990s. In Monsanto, further South, women 
climb the harsh stony mountain path singing to exhaustion, to throw a clay flower pot down the im- 
pressive natural rocky walls, representing the prosperous calf to deceive the enemy siege (Codrte-Real 
& Carvalho, 1986, 1987). In such situations, in rural societies, these represent female public spheres 
in which women could and can create their own autonomies, exclusivities and dominances (Pestana, 
2011b). Although multipart singing was not female exclusive, the singular aesthetics noted inthe 
practices recorded as well as in the performances observed, on instant and lasting ornamental details 
among others, help us to interpret how female singing allowed them, to define territories of belonging 
identifying themselves as a distinctive group, performing leading social roles. 


Acousmographe 3 for visual representation of sound details 

Considering the sonic ambiance of these historical recordings, those of our own experiences in 
these interior rural regions, and with the aim to discuss some details of their distinctive characteristics, 
we became interested in the plasticity of its representation. There is a kind of slipping like character 
that we find conspicuous in this repertoire. How to characterize the way in which the voices mingle 
and separate themselves? What may we distinguish in their movements? May we perceive structural 
and ornamental sounds? What characterizes each of them in a song? The fluid character of the music 
sound in polyphonic practices has interested the authors for some time. Paying attention to a number 
of items of old collections of recordings in different contexts from private presentations in the Mu- 
seum of Ethnography and the Universidade Nova de Lisboa in the early 1980s, and in work developed 
in the sound archive of the Center for Ethnomusicology at Columbia University in New York espe- 
cially within the Laura Boulton Collection of Traditional and Liturgical Music (recorded, throughout 
the world, between the 1930s and the 1960s)? and listening to some recent and not so recent editions 
of old recordings, trying to envisage trends and patterns of sound organization, Corte-Real somehow 
got the impression of a plasticity that may in the case of the Portuguese recordings be particularly 
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varied in the female polyphonic songs. With this hypothesis in mind, challenged by the voluptuous 
plasticity meanwhile found in some male polyphonic traditions such as those of the chorus of South- 
ern Africa and Mozambique (Carvalho, 1999), we decided to focus on the visual representation of 
the sound product. For that it would be interesting to consider the female repertoire of the referred 
collections as a unit of analysis for future study. 

In the present context, aiming to test the visual representation of analytic concepts such as instant 
and lasting ornaments, we selected one song and submitted it to analysis through the free on-line digi- 
tal program, Acousmographe 3. The aim was to exercise illustrative experiences in order to produce 
problem oriented analytic listening scores of creative profile music representation. This didactic strat- 
egy, involving development of knowledge in music sound spectromorphology (Smalley, 1997), has 
recently been tested in the master’s program Problems of Music Representation, in Music Sciences: 
Ethnomusicology at the Music Department of the Faculdade de Ciéncias Sociais e Humanas, of the 
Universidade Nova de Lisboa as a joint project between Cérte-Real and Isabel Pires who as researcher 
and electroacoustic composer has worked with it, developing visual signs and sound representational 
structures for long (Pires, 2010). 

Acousmographe3 is a software application for graphic representation over the sound spectro- 
gram. It is a very versatile tool for music sound analysis for ethnomusicological purposes. It was 
developed at the Groupe de Recherches Musicales (GRM) of the Radio-Television Frangaise in Paris, 
first for Macintosh computers since 1988. It has benefited from the creative ambiance among electro- 
acoustic composers, engineers and radio-television personnel with pedagogical purposes in mind. It 
was designed for the analysis and teaching of electroacoustic repertoire. By the mid 1990s, the Acous- 
mographe 2 version included the ability to insert markers and automated analysis processes. The 
Acousmographe 3, released in 2004 by request of the French Ministry of Education, is to be replaced 
soon by a new and more versatile one. Aiming to contribute to the understanding of music through 
visual descriptive transcriptions, it may display wave references and the spectrogram of a sound sig- 
nal providing parameters related with duration and frequency of sound. It produces colorful listening 
scores in which the analyst may use different graphic forms, lines, dots, trace thickness, colors and 
transparencies to illustrate whatever he/she wants, with multiple possibilities of playback, repetition 
and velocity manipulation at reach. The development of different analytic perspectives is virtually 
unlimited through this tool, involving not only colored graphic annotation but also literary text inclu- 
sion and analysis over the visual representation of the sound waves. It opens wide possibilities for 
music sound representation and perception. The perspective we propose through the study of instant 
and lasting ornamental details within a song enables us to interpret subtleties of sound organization on 
time and through time combining literary and music texts within multipart songs. 

As an illustrative example we present some visual sign proposals made by Isabel Pires within 
the scope of an interpretative analysis of Frangois Bayle’s composition La fin du bruit from 1979 
(Pires, 2010) using voices, instruments and electroacoustic sounds. Although this acousmography, or 
as Pires calls it this graphic representation of audio sensations (Pires, 2010: 36) has been conceived 
for a different purpose, we find it useful for our presentation of this tool . From a long list of symbols, 
for our illustration here, we selected filtered words and other vocal sounds, punctuations and sound 
attacks from the designations proposed by Isabel Pires (Pires, 2010: 37) to denominate the colored 
graphic representations she made to analyze the musical sounds of the composition. Other denomi- 
nations and colored forms may be proposed by whoever interprets multipart songs or other music 
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phonograms, according to the perspectives in analysis, being them ornamental or structural, instant or 
lasting or whatever one wants to consider in the analytic inquiry devised (fig. 2, 3). 

The very personal graphic forms produced, subjective as such, representing Pires analysis over 
the spectrogram of the work, give her interpretation of Eros bleu, a part of Bayle’s composition La 
fin du bruit, as shown in beginning of her acousmography in the capture above (ibid.: 36). The idea 
is that the reader may see the analytic listening score while he/she listens to the phonogram. There 
are the possibilities of considering sections, with introduction of text, and symbols, using different 
shapes, colors and transparencies, visualizing or not the spectrogram that in this case is hidden (ibid.: 
32). The possibilities are virtually infinite, departing from the available array of free images or prear- 
ranged formal models’ suggestions as shown on the top of the capture above. It portrays the beginning 
of the acousmographic work of 16’25”’. In it we may see part of the symbols presented before, as they 
appear in the listening score thus produced. The symbols are placed over the spectrogram hidden in 
this capture. In the Cartesian coordinate system, in the x axis runs time (HMS) and in the y axis runs 
frequency (Hz). The y axis may show a exponential representation of the Hz scale for better visual 
quality of the representation (Pires, 2010: 31) (fig. 4). 

The new capture represents the formation of a rhythmic moment. In this example we may ob- 
serve some of the symbols presented in arrangements that show either lasting instances (the rhythmic 
moment) in periodical appearances of punctuations, attacks and filtered words; or instant ones in any 
of the vertical lines imagined over the representation. It is possible to observe and compare whatever 
the analist wants to highlight. 

Magadeira, the song chosen from the historical collection to test the tool, was collected by Ar- 
mando Lega in Vila Maior, S. Pedro do Sul, a village in the central/northeastern region of Portugal, 
in the meaningful year of 1940. It is classified as a work song to bore flax (magar o linho).The action 
represents the mentioned repeated beats of the beater on the flax. The singing starts, after 3 strokes of 
the beater, with the repeated ornamental text rendition O ai lé, o ai lé, without possible translation, 
used for the rhyme with Senhora de Nazaré (Our Lady of Nazareth). Then, the reference to a donkey 
seems to indicate that this is a song sung while going into a pilgrimage like festivity, or to a far away 
work place. Quem tem burro leva o burro / Quem no nao tem vai a pé (Those who have a donkey 
take the donkey / Those who don’t go on foot). Only then comes the reference to Magadeira, the title 
of the song, literally meaning the female worker with a beater (to bore flax or other products). The 
lyrics go on mentioning how the beaters should bore my flax well: Magai-me o meu linho bem (Beat 
my flax well). Then bem (meaning well) rhymes with meu bem, (my love) and the theme falls into that 
of a love song with numerous and long repetitions of the initial ornamental text rendition o ai /é, o ai 
lé lé lé meu bem (my love). It then continues exploring the theme of the mealtime food expectation 
at noon (fig. 5). 

The phonogram of this peculiar female multipart singing song presents regular beats of the beat- 
er (representing the flax work) throughout. At the 4th beat the voices enter gradually: first the soloist, 
then a 2-part voice followed by a 4-part voice singing in juxtaposed 3", An higher voices heard an 
octave above the lowest one. In the acousmographic representation, its line lies over that of the octave 
overtone (the first one in the harmonic series), very visible on the spectrogram, as observable in the 
capture below. The lyrics highlighting the ornamental formulae o ai /é, are quite simple. In strophic 
form of 5 line verses, it progresses with the soloist singing the 1st verse and the choir, first in 2-parts 
and then in 4, repeats 4 times the second verse with a minor variation in the 2 last renditions. The song 
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follows alternating soloist and choir parts in the same pattern (fig. 6, video ex. 1). 

The acousmography built, including the literary text representation, shows soloist vocal lines in 
red alternating with choral sound masses in a pink/yellow gradation. The lines designed follow the 
background layers, the so-called wavelets, representing the overtone series of the sounds heard/depicted. 
These are the spectrogram linear representations on a layout in which the y axis shows the frequencies 
[HZ] on an exponential scale, thus chosen for a more agreeable visual image. If we hide the spectrogram 
representation, the acousmography becomes clearer as the following capture shows (fig. 7). 


Considering sound structure, this is a simple strophic song in which each strophe contains a basic 
melodic line that is repeated with some ornamental variation and shared successively by 1, 2 and 4 vo- 
cal parts. Thus described, the structure may be considered as being ornamented instantly and lastingly 
by musical details performed either by 1 voice or by a polyphonic rendition of 2 or 4 vocal parts. The 
harmony of the polyphonic sections, with the juxtaposition of 2 and 3 3", challenges the usual con- 
sonance of the triad, the sound of European triadic harmonies and parallel thirds that indeed seems 
to be prevailing in Portugal as Joseph Jordania observed (Jordania, 2006: 137). This prevalence was 
already pointed out in the late 19" century as a distinctive musical trait in Portugal (Arroio, 1897: 14). 

At the beginning of the acousmography, a red oval represents the starting point of the song and 
then, the yellow and purple ovals represent instant moments, thus considered ornamental, marking the 
entrances of the voices. The red line, being unique, is structural. Although the soloist singer seems to 
continue singing after the entrance of the choir, her function becomes ornamental: the literary text is 
repeated and the melody is a variation, so an ornamental rendition of the melody presented with the 
1st verse. Thus, the pink/yellow gradation areas represent long periods, considered lasting ornaments. 
In these, there is a curious detail that we somehow highlighted. The highest voice, an even more or- 
namental one, an octave above the lower voice, doubling its overtone frequency is heard like a hidden 
voice. So the visual representation of this other ornamental situation was marked with a transparent 
representation. This voice helps to enhance the massive plastic sensation of the choral section. This 
analytic conception benefits from the versatility of Acousmographe 3. 

Both music and literary texts present meaningful ornamental characters. The numerous orna- 
ments in the literary text itself moved us into the conceptualization proposed. The idea of ornament 
thus used/proposed to mean particular instant and lasting productions of sound, somehow highlight 
its superfluous character regarding the structure of the song. Although it is not necessarily the case, 
it seems that in most situations these instant and lasting productions of sound signal that convey the 
so called plasticity to the phenomenon of female multipart singing, are not structural to the song. By 
using the concept of ornament within the song, we employ a word used with specific music meanings 
in different traditions in and out of Europe. For example as it happens in the Javanese gamelan tradi- 
tion, there are sound elements in these songs that are more structural or colotomic than others, that are 
more ornamental or, as said for the Indonesian case, more elaborative. 

Finally, a curious sound detail, in the universe of our direct aural references in Portugal, ap- 
pears in the succession of major and minor intervals of second, heard not only in the sound mass of 
the parallel voices, instantly perceived, but also in the melodic lines providing a slipping like plastic 
sensation, lastingly perceived in Magadeira. Our aural references come from comparative fieldwork 
done by Cérte-Real in Monsanto in the 1980s and 2011, in which the lasting ornaments prevailed in 
the characteristic monophonic songs, some of which with conspicuous Islamic modal influences and 
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on music traditions in Alentejo in 1985 and in Alto-Minho in the 1990s; and from fieldwork done 
by Pestana in Manhouce in the 1990s where instant ornamentation was more explored. Polyphonic 
practices remain alive in the Portuguese traditional music mainly in the Northern region of Alto- 
Minho, and in the male-only sung tradition of Southern regions, in Alentejo. Both instant and lasting 
ornaments continue thus to be part of the gender mixed music traditions of the North and the already 
vanishing female rural polyphonic traditions of the South. 

Through the late 19" and the 20" centuries private polyphonic female practices have indeed 
declined progressively in the daily rural life in Portugal. The institutionalization of the process of 
folklore, initiated in the first decades of the 20" century did promote that decline (Carvalho, 1997; 
Castelo-Branco & Branco, 2003). The process of folklorization seems to have had an impact on the 
development of the dance music in particular in the Southern male polyphonic practices. Pestana 
stresses that during the 20" century, excluding some local and ephemeral initiatives, there were no 
cultural policies preserving rural private polyphonic practices (2008). There was also no academic 
interest focused on those musical performances. 

Acousmographe 3 developed for the understanding and teaching of contemporary music com- 
position of electroacoustic nature in Paris, proves to be useful for the analysis and representation of 
music details as the ones identified in this presentation. The possibility of elaborating graphically us- 
ing shapes and colors already in a considerably free way, makes this a very meaningful tool for visual 
representation of simultaneously human and digital music analysis, with acoustical in-time presenta- 
tion of chosen wave references. In an ethnomusicological context, old music recordings and recent 
technologies thus help us to interpret sound organization with social, acoustic and aesthetic meaning. 
We considered instant and lasting details in the sound plasticity seen as ornamental procedures, but, 
in the long run, we seek to better understand female roles and behaviors in given environments, and 
to discuss aspects of classificatory systems of semantic and polyphonic nature. We aim also to un- 
derstand roles and actions of ethnographers and performers in those Portuguese music cultures. We 
ultimately advocate the practice of visual representation of sung details, as analytical exercises in 
search of acoustical, aesthetical, and social meaning. The old body of traditional female polyphony 
repertoire thus motivated new strategies for visual sound representations renewing interpretive paths 
for future discussion. 


Notes 
' INET, Universidade Nova de Lisboa. 
> INET, Universidade de Aveiro, Supported by Fundagao para a Ciéncia e Tecnologia, Portugal. 


> Cérte-Real was research assistant at the Center for Ethnomuscology at Columbia University from 1988 to 1993. 
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Audio Examples 
Audio example 1. Trai-larai, collected by Vergilio Pereira in Monte-Cérdova, Santo Tirso, in 1958. 


Audio example 2. Massadela or Magadeira, collected by Armando Lega in Vila Maior, S. Pedro do Sul, in 1940. 


Video Examples 


Video example 1: Acousmograph of Massadela (first part). 
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WyMsm0 1. a-ybeob GFo3%0 Joeoqdo, 83308M 8MLI~MbOL A QQ,0mbob Hsbhe’ Vaow do. s. ~ogbsb 
Borer 
Figure 1. Women in choir, dressed in Barcelos regional ranchos’ style. Photo by A. Lega, s.d. 


LeyHon0 2. asderdbsb37~mmdboo-sHoera§j03"30 dobboa Bg7Jdbo~o Loddmeregdo (Pires, 2010: 37) 
Figure 2. Symbols made for representational analytic purposes (Pires, 2010: 37) 
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Uyhsm0 3. 4 7-9bdegGsR0b a3q9%e0 La fin du bruit (Pires, 2010: 36) 
Figure 3. A page of the acousmography of La fin du bruit (Pires, 2010: 36) 


Uyhs00 4. HOGHI-_{@o Amd Gob HoMGdoM7bs 99-2 F-ymoewsb (Pires, 2010: 31) 


Figure 4. Formation of a rhythmic moment from minute 2’ (Pires, 2010: 31) 
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Leyhom0 5. d3b3070r5=ddb3E7065b BoJbGob 304390 GsGowmo, AsGFghormos ~ogbsb dog 1940 
Gare’ 


Figure 5. First part of the lyrics of Massadela=Magadeira collected by Lega in 1940 


O ai lé, o ai lé O ai lé, 0 ai Ié 

Senhora de Nazaré, Our Lady of Nazareth 

Senhora de Nazaré, Our Lady of Nazareth 

Senhora de Nazaré, Our Lady of Nazareth 

Senhora de Nazaré, ai leé-. Our Lady of Nazareth, ai lé 

Quem tem burro, leva o burro, Those who have donkey, take the donkey 
Quem no nao tem vai a pé, Those who don’t go by foot, 

Quem no nao tem vai a pé, Those who don’t go by foot, 

Quem n’nao tem vai a pé, Those who don’t go by foot, 

Quem n’nao tem vai a pé, ai le-. Those who don’t go by foot, ai lé 
Magadeiras do meu linho, Boring women of my flax 
magai-m’o meu linho bem, Bore my flax well, 

Magai-m’o meu linho bem, Bore my flax well, 

Magai o meu linho bem, Bore my flax well, 

Magai o meu linho bem, ai le-. Bore my flax well, ai lé 

Ai lé, o ail é, 0 ai lé, lé, lé meu bem, Ai lé, o ail é, 0 ai lé, lé, 1é my love, 
(...) (...) 


WAM sm0 6. 5b309003=d5b3E07065b s3-qbIOgMsy{o0b 80H37~MO 339MRO, 3OM9-M9Z8~~0 Ed 80M|bo 


Figure 6. First page of the acousmography of Massadela=Magadeira by Cérte-Real and Pires 
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Figure 7. First page of a clearer acousmography of Massadela=Magadeira 
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IOEOMITLOZOG OVISSH06 IODNDN IGEMSN 603'DBGOLSNBNG 
(GILSINL 0536565) 


yo3gcro bsembob U-ymagh 3x7em@qMsdo MgsImbshobm seEzomo jXoMs3b bsmb AM dqbo- 
B90} DqderJIQeE9d0b. AmMa_qq~mo FoObymoesh 6ys0%0 gbon ImdeobsM) Iqbozscoqjmo by- 
£07369d8  IZOEMMOSS 5393d0M]O}MO MIMdIM9 yO~gdoyM Agderfdgq~egdssbosb, gMerg6-yer 
8M9E03098H96, gborgdo3z7% opegemjdos6, bObob Bbofo~mmaosbos6. {mMMmz~mmmMo boembyHo 
yo ob bsfomos. dobo bobo foderbs33mg39 go6-qymg3gmos gOob Gobsgs6o Syjbgdobs es dob gqy~- 
89900 dodeabsM) 34(37bgd0bg06. 

ILogmamdo dbymse oy Amadgd69d0 IqmMH] abgno gHo, Madmob yoRsdoy HMsxeoy3oj~ 
IVboZb Jbeow@76 dboDZ6gm@meg860 segamo _R0MOL: 48d g9MgQd-Mgdob 9@60dbs3—66 MmgMH%(3 Jo- 
M3900, Ob9 QRubrgmo dIq3bagMQd0, bg, IoZsmMomseE: JoGNZq7C~MMS gnbmg bj bob 4330~9g30- 
HO MH. 3. (~qQds6-35+94938)0 d3ZqmMa JoOngqeryMHo Iegwogdob ysMeEnbyd0bs ~ws ms8bsd9HM39 Jo- 
4370900 QHM-J7HO LsghME Asbsbosmgpdmose gsdmgog3zb Lodegmob boygG@q~mb mIdo39 ~wos 
JIZ0EMs03b-rd0b CEMOb’s3 (hoses, 2000: 33). 

998370 LoIM_MOM 08398 5 LodIm]HM3Z7 9d3M97dS dDoGsbe*, — SMds6gd@8 (36er- 
JOM 3MdOOGMH, JOo mo IAqjboZ0~jQHo HAMOMgrmMob JGqdg,MmgZq9dj9mo ws J330~M%)g3dM0 
020908,HO SMsyOD3ZO~MO. I3HOG~I?3, (25d37d0E36 35M O4339CM9dSdE] Gs 99M]°3 — Doge dob 
Freabos3b] — JoMagqmo Bs30b Gbr3MgQd0b yro3gmmo Imd7bGo bodmgmon oy msbbegdqe~ro: 
Lodeqms sberes dsoZd3Z0b CodseE7dob, 398 sG0b Csdobzdsb, wsbbzAmgdjemo 6939304 I3-4Mbse~mo- 
dob, Jr@Fowoal: dodeabsMymdsb. bomshseEe Lodeqms sMbgdmdeos BHeodob mamJdob y39@mo bob- 
godobogob; do3gomgdqeol bodgcmgosGe LodmgMon 4309698676 jgobob369~ ga bobg; sdob 
985h7dMEd L6gseE0bb39 FoMIsHogje oy JHobSosbyer EEgbobFoqmb) A7bboqjm7dgmo IHs- 
390707363860 Lo gber Lodmgms. 9da39%seE, JoMaZqmMo 39306 GYbo{M%Qd0b yrrgg~ dedqb GL 
Hsgzobo A7bsBy30b0 Lodegms sbew@s msb, GmMdIGMO’S (49673) LsIM_MMs@ yo 0H sObydmdes, 
SMS} — 3MbzMAAQma gnbmaMsqajmo g9MQIMbL, yooRob Lsmsbser Imgerpbob geb-qjyero3ge 
HsGFoese@ 5 IbLMMME E3 ILMMMEG Ibo B7bbLMOAmgQdmse. Aqgbsdsdobsw@, 940760340 39M]- 
IMG IMbMEAM seEsdosbydobngZ0b ob LodegM\d0, GmdI~|d0(3 Ms0dq Fob-H37-y7ergd0b bsGormo 
a9, LodegMpdoe 30 9% DoohbaMes, sMsdQG@ 943 Oy 09 Fob-H377e@~Qb0b gHM-ghO gsb-qjyero3qe 
3090306968 s¢0 ImasbHdOeOs'. Isgsmomabagzob dergoy396 Msde@760d9 Bqdmb3739b goderhgbo~@o go- 
Bodbogmmmgab, Jeod{M asMoysbadab 94b3q~e0(30980~96: 

99609390 638939300 30M639%], ImgMosb or 9H bodm_MmZdb, g~g69dd0 Imazoagb: 

— bodegmdb 1396 0 3deqmam. 
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— seraerm? 830 4S bodegms9! 
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bajsb 3049690. 
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BgeregZ06o Fyrom, obmgds gsbegmo, of 390 dsobdo. Loberdo o3Gds~mgdo bIsNMO; wobbgye~r|- 
Sql 65% bis] ~VIMQMOs6 0536565b. 089989 RIM bAM0(3. Sg9eEdIGMQ_mdob gsMorqj~mgdalb Jqdorb- 
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GIORGI (GIGI) GARAQANIDZE (+) 
(GEORGIA) 


ON ONE UNKNOWN EXAMPLE OF ETHNOMUSIC THEATRE 
(ZEDASHE LULLABY) 


Folk music occupies a significant place in the spiritual culture of every nation. Musical art, 
which has survived to this day by means of oral tradition, is closely linked with the collective creative 
work of generations, national traditions, aesthetic ideals and people’s psychology. The formation of 
its aspects is inseparable from the nation’s innate nature and the processes going on in its culture. 

One can hardly find another nation in whose culture traditional music could occupy such an 
important place as in Georgia: this phenomenon has been emphasized by both Georgian and foreign 
scholars. For instance L. F. Leman-Hauft, a researcher into the ethnogenesis of Georgians, singles 
out their love for singing both in war and in peacetime, as a common feature characterizing both Kar- 
dukhs, an ancient Kartvelian tribe, and modern Georgians (Chitaia, 2000: 33). 

“A Georgian is born with singing and is interred with singing, too”, said Dimitri Araqishvili, 
an outstanding composer and collector of folk music. And, indeed, beginning from his/her birth until 
death and afterwards, on the commemorative anniversary a year after his/her death, every moment of 
a Georgian’s life was accompanied by singing: the birth of a child, putting him/her to sleep, healing a 
sick child, a wedding ceremony. There was a special song for almost all kinds of work; the deceased 
was accompanied on the last journey by a funeral dirge; this was supplemented by various devotional 
songs to be performed at pagan or Christian feasts. Thus every moment of a Georgian’s life was 
accompanied by a suitable song, which was not to be performed independently, as a separate song. 
It was an integral part of a concrete ethnographic environment, a corresponding event of everyday 
life and should be performed only on such occasions. Therefore, people brought up in the authentic 
environment never thought the songs, which were part of some ritual, to be just songs; they were one 
of the integral components of this or that custom or tradition'. As an example I would like to refer to 
some incidents from the expeditions of an outstanding ethnomusicologist Edisher Garaqanidze: 

“Tn the village of Nabakevi, when asked whether they sang songs, the villagers answered: 

“We do not sing any songs”. 

“What? Didn’t you ever sing in the past either?” 

“No”. 

“Haven’t you sung “Alilo?” 

“Alilo? It isn’t a song”. 

And after that they began to sing “Alilo”. 

Here is another example: “In fieldwork of 1979, in the village of Zemo Khviti, when we asked 
Ilusha Esiashvili, a 77-year-old man, to sing Chona, he was amazed, ‘‘Easter has passed and you want 
me to sing Chona now?” (Garaqanidze, 2007: 21, 25). 

I use the term ethnomusical theatre to denote the customs and traditions present in Georgian ethno- 
graphic everyday life in such a syncretistic form. I used it first in the monograph “Georgian Ethnomusical 
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Theatre and Its Sources” (Garaqanidze, 2008). In the monograph the meaning of the term is discussed at 
some length, therefore I will not dwell on it here; I will only touch upon its two components briefly: 

The first component of the term Ethnomusical Theatre stems from the essence of the anthropo- 
logical subject — ethnomusicology. Ethnomusicology is a sphere of knowledge which took shape as 
a result of the synthesis of folkloristic studies and ethnology. It views any sample of musical folklore 
not as an artistic phenomenon, but, first of all, as an integral part of the people’s everyday life, their 
economic activities, customs, beliefs and images (Shilakadze, 1991). Therefore, it is the afore-men- 
tioned term ethnomusic, based on ethnomusicology, that I use in order to more clearly bring forward 
the essence of the indivisibility of musical and everyday life phenomena in ethnographic reality. 

Now about the other component of the term — theatre: various moments of Georgian everyday 
life with its different rituals, customs and traditions do really create an impressive theatrical show. 
Apart from that it includes the essential, relevant elements of the structure of the theatre. Here, too, 
the performers are given the play beforehand, it determines the sequence of the verbal-vocal perfor- 
mance and other activities. When presenting the play the performers retain their individual freedom. 
Hhere, too, there is the audience, which according to the purpose of the play, can be either passive or 
can get actively engaged in the performance. 

Over the centuries these multifarious performances of a concrete content and function took shape 
and were handed down from generation to generation through oral tradition; their scenarios strictly 
defined the time and place of their performance and the suitable musical accompaniment as well. It was 
a live process of artistic expression with perfect expressive forms: the weepers who came to the funeral 
service, singers specially invited to wedding parties or to accompany the helpers when working on a 
neighbour’s land, performers of devotional rituals and others — all of them were actors and actresses to 
some extent. Finally, we have to deal with a certain kind of folk musical theatre, which I have given the 
name the ethnomusical theatre. I will present some examples to suggest its boundaries and structure. 
Let us take Batonebis Msakhureba (Serving the masters) — the ritual was performed if a child caught an 
infectious disease: when there is a case of infectious disease in a family a mythological plot is revived, 
according to which the family is visited by supernatural creatures — Batonebi (Masters, Lords). These 
mythological forces are able to kill the patient and “take him/her with them”. Serving the masters is 
the ritual to appease them. The room of the patient is adorned with pieces of bright-coloured fabric, an 
aromatic infusion of sweet-smelling flowers is sprinkled about the room, a candle and a lamp are lit. 
Everything and everybody must be quiet in the house. At the patient’s bedside a lullaby is sung ina low, 
pleasant voice, and a round dance is also performed. If complications set in, the child’s parents, grandfa- 
ther and aunt (the father’s sister) take off their clothes and start dancing round the bed naked; according 
to folk beliefs and images the diseased person is naked, hence their nakedness means that they are ready 
to die instead of the sick child (Garaqanidze, 2008: 171). Thus, in this example there are performers 
who act according to a fixed scenario and perform the roles they are assigned. The patient’s room is the 
stage; the pieces of bright-coloured fabric, the candle, the lamp, a bow] full of aromatic water and a tray 
with delicacies meant for the masters function as a sort of props. 

The process of collective labour, though different in its form, is also an interesting example from 
the point of view of the ethnomusical theatre. Here the stage is the corn-field where singing has the 
same function as working instruments. Therefore, when inviting helpers it was important that among 
them there should be good performers of labour songs (Garaqanidze, 2007: 20). 
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Rhymed exclamations and singing, tempo, changeable dynamics and a cheerful disposition con- 
ditioned the course of the working process (Garaqanidze, 2008: 38-45) (video ex. 1). 

At the present stage of the development of the field of ethnomusicology, when we have left col- 
lecting material (over the decades plenty of fieldwork material has been collected) far behind, it is 
difficult to imagine that any so-far unknown samples of ethnomusical theatre could still be found 
and described within this sphere of ethnography. Apart from all that has been said above it should 
also be taken into account that in modern everyday life traditional musical folklore has survived only 
fragmentarily and it is moving farther and farther from the original source and is heading for oblivion. 
Under these conditions I had an opportunity to record a so-far unknown sample of ethnomusical 
theatre, namely a ritual to be performed at kvevri (clay vessel for wine) and accompanied by sing- 
ing; according to its function and structure I called it Zedashis Iavnana (Sacral wine lullaby). Before 
touching upon this sample directly I should like to specially dwell upon the phenomenon of the Ze- 
dashe culture, which means elevating wine to the sacral level and turning it into a myth. In the 2012 
expedition to Kiziqi it was this issue that I concentrated my attention on’. 

Zedashe (sacral wine) represents the best available wine to be offered to God. Due to various 
miraculous properties in the everyday life of people it was even the object of worship. The culture of 
Zedashe wine has survived most vividly in the ethnography of Kiziqi. Here each family kept the Ze- 
dashe wine pot apart from the others. Besides, every family was to donate wine for the Zedashe of his 
family clan or the section of the village they lived in, in a much bigger vessel for that wine (Topuria, 
1963: 159; Sulkhan-Saba, 1991: 278; Kakashvili, 1995: 12). 

Zedashe wine was also donated to the church and was used during liturgy. Such wine had to 
be red. This echoes Christian beliefs: according to the Orthodox Christian teaching during liturgy 
the wine turns into Christ’s blood, through which the believers share the greatest divine sacrament. 
Alongside with the above Christian function in people’s everyday life Zedashe has a different seman- 
tic content, which connects it with the archaic consciousness: in Kiziqi Zedashe is considered to be the 
guardian angel of the family and the family clan. People believe it can heal the sick, make the crops 
abundant, cause fertility, withstand evil and sometimes inflict punishment for doing evil. 

Zedashe is worshipped by the people and hence the rules about how it should be treated are also 
sanctified. If the family moves house and another family settles in, the newcomers never touch the 
Zedashe wine vessel. The old owners come back from time to time and pay respects to the guardian 
angel of the family. Even when the whole village had to leave their old homes they never took the 
Zedashe wine vessels away, but continued to take care of them. The place where the wine vessels 
used to be buried in the ground was considered to be sacred. When the wine vessel was lost, the place 
where it used to be is worshiped. About two decades ago you could very often see empty wine ves- 
sels left in the church near its walls. In the past the vessels were used to contain Zedashe, but now 
nobody would touch them for people stood in awe of them. The fact that Zedashe, as a sanctuary, was 
held in higher regard than the church is an expression of the pagan attitude: in Bodbiskhevi, a certain 
Giga removed the dome of the church. His wife Olgha was taken ill. A fortune-taller told them that 
it was God’s punishment; no sanctuary could help her and he advised them to beg Zedashe for help 
(Kakashvili, 1995: 9). 

During the field work I recorded an impressive ritual associated with the Zedashe cult. By its 
structure it is a sample of ethnomusical theatre. in order to express their veneration for Zedashe, the 
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family fixed a day, which, as a rule, coincided with some feast. Food and candles were prepared for 
that day. All the members of the family would sit at the table near the wine vessel. The wine vessel 
could be in a special place: in the wine cellar (Marani), in the yard, or under a tree, in a wattle and 
daub hut or in a special space near the sanctuary. The oldest woman in the family would go up to the 
sacred wine vessel, sit down nearby, light a candle and offer a prayer for the welfare of her family 
members to the Zedashe angel. First of all she said, “Here is to our Zedashe!” She would stick the lit 
candle to the lid of the wine vessel and start singing in order “to put the angel to sleep”. The song, 
as stated above, was called Zedashis Iavnana (Zedashe lullaby). Other members of the family would 
also join in singing (video ex. 2). 

I could not trace another variant of the Zedashe lullaby anywhere else, though we can easily 
consider the Zedashe lullaby a variant of Batonebis lavnana, both from the musical viewpoint and 
mythoreligeous belief, which is revealed in the texts of the Batonebi songs and in the outer or inner 
character of the Zedashe cult. Namely, part of the mythological text of the Batonebis Iavnana, which 
mentions the wine cellar of rubies, wine and the poplar growing within, in my opinion, must be as- 
sociated directly with the Zedashe lullaby: 

“In the wine cellar of rubies there is wine and the rubies sparkle, 

A poplar grows within, very young, with its branches spreading wide...” 

The mythological “wine cellar of rubies”, mentioned in this excerpt of the Batonebis Iavnana 
is directly associated with the Zedashe cult which has completely transformed into a myth where the 
most significant place is occupied by the wine cellar (resp. wine vessel). As for the “poplar growing 
within” it is a well-known mythological image, quite popular with different peoples, its semantics be- 
ing associated with the renewal of the year, abundance and giving life. The tree of life, mentioned in 
Batonebis Iavnana must have occupied quite an important place in the Zedashe cult too, namely in the 
Zedashe ritual of cutting a branch of a grape vine and putting it into the wine vessel when the harvest 
was bad, which must be considered one of the manifestations of this mythological tree* (Topuria, 163: 
141). Another manifestation of this mythological plot must be a kind of an open-air marani (wine 
cellar) where the wine vessels were buried under a tree which was popular in Georgia. Planting the 
Zedashe wine vessel under a tree was a widespread practice. Besides being practical (which meant 
burying the wine vessels in the shade of the tree) such a wine cellar must have had some mythological 
meaning as well, for the tree looked as if it were growing in the wine cellar. The term planting the 
wine vessel (Kakashvili, 1995: 8) corroborates all that has been said above, for only a plant (resp. a 
tree) can be planted. 

It should be noted that the woman from whom we heard the afore-mentioned lullaby did not 
consider this sample to be a song and therefore she refused to perform it — “It is not a song just 
for singing..” Lamara Kokuashvili tells us that her aunt (father’s sister) was a good connoisseur of 
Zedashis lavnana and the ritual associated with it, and from her Lamara learned this song°. In the 
example given the soloist was to enumerate all the sanctuaries in a recitative manner (“Archangel, all 
the saints, our Trinity, St George” and others) and offer prayers to them. As she says to perform the 
ritual in this form demands that “the seer women should have a special talent”. Here they mean the 
female-votaries of the cult, or the “sanctuary slaves” who have vowed to serve the sanctuary and who 
can preach and make prophesies in the name of the sanctuary when performing the ritual. 

All the afore-mentioned makes this song reminiscent of the Ghvtis karis (God’s Court) Ja- 
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vnana, the same as Savedrebeli Iavnana (entreating lullaby), performed in a similar manner by the 
persons mentioned above. Women performed Ghvtis karis Iavnana walking around the church at 
church feasts. It is a highly impressive performance during which the participants holding lit candles 
walk around the church with reverence, crossing themselves (video ex. 3). The resemblance between 
the Zedashe, Batonebis (Sakhadis) and Ghvtis Karis Iavnana examples is manifested very well in 
both the identity of the responsorium trace (Garaqanidze, 1997: 27) and the refrains and glossola- 
lias, given at the end of the musical phrases. 

Since in this case the Zedashe lullaby was performed by one woman, quite understandably the 
song was homophonic and therefore it was recorded in the same manner. Though, as the respondent 
informed us, during the ritual the whole family performed the song. That is why it may be presumed 
that if not performed in a three-part form, it must have been sung with a bass-part accompaniment. 
Here I mean the principle of ethnohearing which must have been activated in similar circumstances 
(Zemtsovsky, 2004: 18-19). The above factor in the case of the Georgian folk songs is illustrated 
very well in Edisher Garaqanidze’s monograph on the performance manner of Georgian folk songs, 
“One man’s singing will be homophonic, if another man joins in, he, as a rule, will sing the bass part, 
the third one will sing the middle part, all the others, joining in later, will sing the bass”. In two-part 
singing one man is a leader, the others sing the bass-part (Garaqanidze, 2007: 48-50). The abundant 
use of entreating words and prayers in the Zedashe lullaby brings this song closer to the Ghvtis karis 
lavnana, performed by two soloists singing alternately against the background of the bass drone. 
When performing in this manner, when the verbal or musical text of the “cult votary” is completely 
improvised and depends mainly on the performer’s mood, unison performance is excluded. From 
the point of view of three-part singing, I can present an example of a Savedrebeli Iavnana (entreating 
lullaby), recorded in Kakheti in 2004; it is performed by a soloist against a background of the bass 
part. In the refrain, which, unlike the main part of the soloist, almost always sounds the same during 
each repetition, when a high-pitched voice joins in, making the song polyphonic. 

Thus, Zedashe lullaby is a sample of the Ethnomusical theatre, which on the one hand is a part 
of an independent tradition associated with the cult of wine, on the other hand many features make it 
resemble Sakhadi and entreating lullabies. 


Notes 


' In specialist literature the songs of this kind, which are performed in prescribed situations and are inseparable 
from this or that custom or devotional ritual, are called “tandebuli” (accompanying) songs, compared with “ts- 


minda” (pure) songs, which can be performed in any time or place (Garaqanidze, 2007: 19-23). 


Quite understandably the above-mentioned customs and traditions were not perceived as a show or a theatre by 


the tradition bearer. 


3] wish to express my gratitude to Dean David Grigalashvili, who lives in Tsnori and the Javashvili, the Begash- 
vili and the Kokhtashvili families for their assistance in carrying out the field part of the above research. Thanks 


are also owed to Tinatin Shervashidze, the Head of Edisher Garaqanidze Children’s Studio “Amer-Imeri” in 
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Tsnori and to the Peikrishvili family in Qvareli. 


“It is reminiscent of the tradition widespread among European peoples (Italy, Germany, Czechia) where they 
would cut off a tree branch, “killed the spirit of the tree,” so that it should resurrect in a better form (Frazer: 300- 
306). 


> Tinatin Donjasvhili, 64, confirmed that it was a woman who performed and preserved the knowledge of the 
ritual (Dedoplistsqaro). 
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Video Examples 
Video example 1. Shroma (Imeretian naduri)- from Edisher Garaqanidze’s expedition, village of Qumuri, Vani 
district; television program prod. D. Gugunava (with Edisher Garaqanidze’s comments), 1988 (Garaqanidze, 
2008: video #3, from 05:11). 
Video example 2. Zedashis lavnana. 


Video example 3. Ghvtis karze satkmeli iavnana. 


Translated by Lia Gabechava 
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VELIKA STOJKOVA-SERAFIMOVSKA 
(MACEDONIA) 


MULTIPART SINGING IN MACEDONIA — 
— SOME BASIC CHARACTERISTICS 


Macedonia is a country exceptionally rich in diverse and in some regions still surviving musi- 
cal folklore. Located in the center of the Balkan Peninsula (fig. 1), the region has been a crossroad 
of many historical events, which have left traces on Macedonian cultural heritage in many aspects. 
Although influenced by many different cultures, Macedonian people created unique oral tradition of 
centuries-old beliefs which aesthetically shaped, transmitted and still performed in preserved forms, 
reveals many anthropological and sociological elements of Macedonian traditional culture. 

Studying Macedonian traditional folk singing through the elements driven primarily by aesthet- 
ics and functionality elevates folk song to a higher scientific level offering a clear discern of inner 
mythical and traditional images, constructed and inwrought to the humans’ work inspired primarily 
by the their intimate and natural environment. Studying these processes through the multi-part char- 
acter of folk singing in Macedonia offers an analytical exposure of all layers of Macedonian folk song 
formation. The layers that provide for almost precise study of the development of folk songs’ vertical 
structure - created strictly functionally and ritually. 

Multi-part singing is present in the largest part of ethnic Macedonia. We refer to the term “ethnic 
Macedonia” because its large parts are now in Greece and Bulgaria. Most ethnic Macedonians who 
lived there are either expelled or have emigrated, but those who settled within the borders of today’s 
Republic of Macedonia have preserved their original ways of singing, with all basic characteristics. 
Multi-part singing is not encountered in Central Macedonia, mostly in the lowlands along the Vardar 
River. 

Depending on the types of songs, their purpose and location, folk singing in Macedonia is one- 
part, two-part and three-part. One-part singing is present in Central and Southwest Macedonia, where- 
as basic form of drone singing is characteristic to all other regions, with the exception of Northwest 
Macedonia, more specifically Tetovo region where old male singing features forms of accidental 
three-part drone singing. Pure three-part polyphone singing is present in the female singing at the 
crossroads between Macedonia, Albania, and Greece, where apparent is the similarity with Albanian 
Toska singing. 

The largest part where two-part singing is practiced includes the region of West — Northwest — 
North — Northeast — East Macedonia. This zone features pure drone-type two-part singing. Thereby 
drone may be static and lay on only one basic tone, or mobile when it moves from the basic tone to 
the subtonic. 

In both cases, drone singing is based on the final tone, which appears as a foundation during 
singing and underpins the song. These songs have a narrow ambitus, undeveloped melody dominated 
by the second relation between the two voices. Depending on the region — natural environment, and 
function of song, the sound of this relationship between voices creates a characteristic ambiental 
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space in which the density of the seconds, occasionally moving in a tonal row of two tones, sounds 
heterophonic and dense. However, sometimes the same relation between two voices may sound much 
softer and more spatial, which is once again related to the natural environment of the region and the 
song function (audio ex. 1). 

This type of drone singing has distinctive archaic elements, characteristic to the rite songs and 
belong to the oldest layer of music practice in Macedonia. In East, Northeast and Pirin Macedonia 
(modern day Bulgaria) it is particularly characteristic to female rite songs in pre-Christian rituals 
Voditsi, Lazaritsa, Gyurgyovden, Easter, harvesting and wedding songs. The same type of drone 
two-part singing may also be encountered in male songs, but very rarely and mostly among older 
generation and strictly within lyrical and epic songs. The relation of the song with the text is often 
asymmetric, with characteristic refrain repeated in certain spots, stopping in the middle of the text, 
and exclamations, most often at the end of the melody verse. Certain ornaments, which also have deep 
functional characteristics, appear during singing, creating aliquots. This points to the deep origin of 
this kind of two-part singing (ex. 1). 

In Western Macedonia, more specifically in Tetovo region, very characteristic is drone-style 
male polyphonic singing, but with mobile drone which occasionally creates three-part singing. This 
two-part singing is a traditional vocal form characteristic to this region alone, and thus of enormous 
importance for the cultural identity of the population. The very name of this type of singing, called 
glasoechko or “rural” by the locals confirms its social and cultural function, orally passed from gen- 
eration to generation as part of local tradition throughout centuries. The mode of singing, character- 
istic drone principle, is primarily typical of male songs, but its versions can also be encountered in 
female singing in the region. Glasoechko is performed by the groups of two or three at celebrations, 
assemblies, weddings, dinner parties and other social gatherings. The singing is always spontaneous 
and anticipates the culmination of the event in bringing the attendees together. The songs sung in gla- 
soechki manner are epic or lyrical, not ritual, most often with mythological or love lyrics. The very 
fact that the lyrics could be of epic or mythological character underscores their importance in passing 
the tradition on, since through the transmission of songs, the beliefs, history and mythology of local 
population is transferred as well. Unlike these types of songs in most of Macedonia’s other parts, the 
voice-parts in this region have dynamic relation so that the drone, which is usually a voice-part with 
a static, supporting role, in Tetovo region may move contrapuntally in relation to the first, leading 
voice-part. This phenomenon always occurs in the beginning of the song. The first part begins the 
song with the basic melody, and the second joins in or sings in unison so that at the very start, in a 
polyphonic move of the voices, descend all the way to the finalis where it remains until the end of the 
verse. In this downward movement, the first voice part also descends along the microtonal scale with 
a tremolo typical for this type of singing, and together with the drone creates untempered intervals 
of second/fourth harmonies. Sometimes, when the songs are performed by groups of three, where 
one is the lead voice and the other two — supporting, the singing becomes three-part: first voice leads 
the melody, one of the drones is static on the finalis, and the other drone moves a whole step down 
from the finalis, on the subtonic, and then returns to the finalis. The appearance of three-part singing 
is always in a specific metric time and mostly depends on the singers’ talent and creates a powerful 
resemblance to organized heterophony. This singing style is strong, typical of highland population, 
which is understandable since this region is at the foot of the highest mountain in Macedonia. The 
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songs are most often performed in a free rubato rhythm, but there are also instances in a 2/4 or 4/4 
time sung while accompanying a dance. Rhythmic songs almost always have love lyrics. This region 
is inhabited by Macedonian and Albanian population and is similar to the Albanian singing in North 
Albania. But, today’s demographic changes have led to the swift disappearance of this tradition and 
it is very rarely practiced (audio ex. 2). 

Tetovo region was also characterized by female singing, which was purely heterophonic. In 
chaotic heterophonnic sounding, the voices have clearly different function which leaves nothing to ac- 
cident. Those are songs of oldest rural singing layer, which have not been practiced for more than 40 
years. But, as opposed to the examples from other Macedonian regions, where plausible heterophony 
based on the density of seconds and group singing, the singing of Tetovo region features very clearly 
organized heterophony. To the regret of science, this type of singing has completely disappeared. The 
drone that appears in this singing continuously moves upward, and drags the voice up, literally, by 
sliding. Basic voice which leads the melody in fact conducts singing process around the drone. The 
functionality of the leading voice may be noticed by its different pronunciation of the text and per- 
formance of screams and the embroilments that distinguishes it from the drone line. These are songs 
which are exceptionally ritual and have deep magic function. 

In Northern Macedonia, in the mountainous region around Skopje, drone to-voice singing with 
a moving drone may be encountered. Here the drone also moves one second below the basic tone, but 
this time the movement is functional to the singing. Within the vertical relation between the voices, 
the fourth sounds beside the already pillar unction of the second, the third also sounds clearly, build- 
ing a stable interval at which the voices frequently rest (audio ex. 3). 

A bit more developed relation between the voices may be found in Pirin Macedonia (East part of 
Macedonia which is now part of Bulgaria). In these songs, especially in male singing, the beginning 
is almost always in one voice. In the second phase, when the song develops, a stable drone appears 
maintaining this function until the end of the song. This singing points to a certain development of 
drone singing, when the drone, alongside functionality, also acquires aesthetic value in the formation 
of the song (audio ex. 4). 

Similar relation is observed among the female songs of Southern Macedonia., where in the first 
verse the singing is in one voice, whereas when repeating the melodic phrase the voices split and cre- 
ate stable drone two-part singing. 

Contrary to this region, in the songs of the Aegean Macedonia a more developed relation be- 
tween the voices is observed, where the bottom voice keeps to the basic melody line and the top voice 
builds another line based on third and fourth. In this case the top voice acquires the function of an 
accompanying voice (audio ex. 5). 

Very interesting way of polyphonic singing is encountered in the western part of Aegean Mace- 
donia (Greece), in Kostur — Voden region, where female repertoire is three-part singing, very close 
to the Albanian Toska singing. In this case first voice starts the melody and leads it to the end of the 
song, second voice “leads” or “turns”, at one moment joining the first voice, and at the other singing 
melody resembling the basic one. Third voice remains on one tone as drone, occasionally going down 
to the subtonic. This region is located at the very crossroads between Macedonia, Albania, and Greece 
and in the past it was inhabited by Christian ethnic Macedonian and Vlach population. This type of 
singing is characteristic exclusively to this region, but the similarity with the Albanian Toska singing 
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indicates to a very close communication and mutual influence. Regretfully, due to the forced expel 
of the Macedonians from this region, this type of singing is only preserved in the archives and in the 
memories of the Macedonians dispersed from Aegean Macedonia (audio ex. 6). 

Two-part singing and its aesthetics are also reflected in folk terminology. In all regions of Mace- 
donia with two-part drone style, singing is most often performed by the so-called chets- female sing- 
ing groups of three singers. People call this type of singing glasoechko, vikachko, na vikanje, grtenje, 
na I in which middle part sings the basic melody, i.e. she “leads’, shouts”, “cries out” izvika or vishi 
(leads) and the other two — standing on both sides — keep the drone iso and “roar” or “climb down”, 
slozhi (supports). The middle one is a “rounder”, a “crier”, a “middle one”, and the two accompanying 
women are “beetles”, “layers”, “the side ones”. The terms explain the way of singing. The first one 
sings “around” the basic tone, screams, and the other ones “give” the tone and buzz. 

In social context, each singer has a clearly defined role, and it is common knowledge in the vil- 
lage who sings with whom, who leads the melody and who offers support i.e. sings the drone. Some 
singers may play both roles if necessary. Once the trio is formed, it remains so for good. If one of 
the singers is absent, the song is not performed. In the past the songs were performed at every non- 
ritual occasion, at gatherings, assemblies, and so on, also during field work when songs were often 
performed antiphonally, with overtaking. 

This mode of singing is typical when several groups sing as soon as one group finishes the verse, 
another group takes over the next one. This social context is strong and typical of the songs of older 
level, confirming the importance of their preservation and care as part of the traditional culture of 
the region. 

One of the most important functions of the rite song is to catch the magic ambient of the rite, 
according to the place and time of performance. Such an ambient function depends on several factors. 
Besides the melody, the rhythm, the text and all its ethnomusicological characteristics, crucial for the 
creation of the ambient is the style of singing, which is different not only from village to village, but 
also individually. It also depends on the performed rite, on the place of performance, the performers’ 
sex. The style is the most incomprehensible element for the analysis like this, but still crucial for a 
complete experience, for the success of the magic illusion that song is supposed to create. Creation of 
the ambient, as the biggest function of the ritual song, is influenced by several factors. The ambient 
includes all the afore-mentioned elements, all open questions about functionality and aesthetics. In 
the creation of the ambient -of those scary primordial feelings aroused when listening to these songs, 
centuries of tradition are included, predisposed internally, genetically. 

As an example of heterogeneity and conditions where the ambient is created, we will compare 
three Gyurgyovden songs from three different villages from the Radovish area — East Macedonia. The 
first example is a Gyurgyovden song from Shops region. The Shops are cattle breeders and live high 
in the mountains, where the climate is very severe. The tone color is very clear. No ornamental tones, 
just clean and pleasant opeyuvanye — ornamenting of the basic tones, around the tonal centers, and the 
singing is soft. The song sounds stable, the seconds are fundamentally firm, and one gets a feeling that 
two voices merge in one. The cry is long, soft, downward and pleasant. 

The second example is a Gyurgyovden song from the village of Dedino, a mountain village, 
located on the plateau surrounded by mountains. This song sounds much more rustically. One gets an 
impression of heterophony, although it is just a static drone. The song is full of ornamental tones and 
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gives an impression of uncertainty, the voices are separate and sound as if they imitate the gayda! F 
continuously cutting the finale. The cry is much shorter, strong, downward and sharp. 

The third example is from the village of Podaresh — a valley village, located close to a river. Here 
one can feel a rich structure, although it can’t be noticed graphically. The singing is much closer to 
the one from Dedino, but still softer and more pleasant. The cry is lower and shorter, but the color is 
significantly softer than the mountain one. All three villages have different climate conditions. The 
color of the voices is expressed the same way as the color of dresses. In the mountain villages the 
colors are more intensive, the motifs are thicker and the ornaments are clear, but rich. The voice is 
more nasal and sharp. The Shops area is a highland place. There the color is clear just like the sight, 
the dresses are of light, but pleasant colors, with simple but big motifs. The voice is guttural, open, 
clear, but pleasant. The valley area is full of dark colors, with ornaments and embroidery. The voice 
is closed, sharper and guttural. 

This comparison is sufficient to open the question about the prerequisite character of the func- 
tionality and the aesthetics of the song. In fact, besides its magic ritual function, the song also ex- 
presses human being, the people, the region, sometimes and the mentality of a certain village. By 
creating the ambient, the folk song describes its creator. It implies all human features, sacrificed to the 
rite, to the magic for fertility and health. 

All hereinabove described examples of two- and multi-part singing have the same sociological 
and anthropological characteristics. Luckily, there still are regions in Macedonia where this type of 
singing has not been forgotten and it is still in practice. The performers have a precise notion of how 
a “voice” should sound, how it should be performed, should they cry or not, even if minimal differ- 
ences are at stake, they know precisely how to recognize them. As for the melody, the rules are strict 
and functional, especially among elderly performers. The sociological function of the performers is 
of great significance for distinguishing them in the community, for their ethnic and regional origins, 
and for their identity. Learning “voice” at an early age is of initial function for performers. To know 
the voice means to know the tradition, to know the magic. 

Today’s situation within the traditional two- and multi-part is completely changed. This singing 
is no longer practiced in a real ambient, during holidays and rituals. However, it is still practiced as 
part of traditional Macedonian cultural musical heritage, not only locally and regionally, but also on 
national scale. Understanding the reason for the disappearance of some types of two- and multi-part 
singing, studying this tradition today has become part of cultural policy in Macedonia, aiming to 
strengthen Macedonian national cultural identity. 


Notes 
' Gayda — Macedonian pipe. 


* In folk terminology the term “voice” appears pretty often, but with various meanings. “Voice” may be found as 
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“a short or a long voice”, “wedding guests’ voice”, “traveler’s voice”, “ancient voice”, then voice, or “the voice”, 
ae 0966 


“voicing”, “singing on voice”, or “voice songs”, “voicer”, and finally, among many other variants, the term of 


interest in this work, “wedding, harvesting, Easter, Kolede voice”. This term and all its meanings were in the 
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focus of the ex-Yugoslav science literature interest, especially of the musicological and the ethnomusicological. 
The scientific account on the most present meaning of this term states that “Voice” in folk terminology is most 
often understood as, “melody formula created within certain tonal structure, and modeled and shaped depending 
on the text, the moment of performance, the intention and the function, as well as depending on the performer’s 
inner musical capability. The term “voice” carries within itself clearly specified features of a specific melodic 
formula functioning for centuries, perhaps more unconsciously than intentionally transferred by the preservation 
and the performance of the rite. The present situation is different. Musically, but not psychologically, the “voice — 
melody” is altered, but the function of the established terminology i.e. the distinction of the singing by naming it 
“a voice”, still remains, in spite of the fact that today’s juvenile Lazarian or Kolede processions are accompanied 


by some “new” songs. 
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Audio Examples 


Audio example 1. Shto pile poje (What is the bird singing? ), ritual song from Eastern Macedonia, village Ist- 
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ibanja, performed by female trio from the village of Istibanja, recorded at Macedonian National Radio, 1978. 


Audio example 2. More son sonila (She dreamt a dream ), male song from Tetovo region, performed by the group 
Bistri vodi, recorded at Macedonian National Radio, 2003. 


Audio example 3. Oj Jelenchice (Oj, Yelenchice ), female song from Skopje highland region, performed by the 
group Bistri vodi, recorded at Macedonian National Radio, 2003. 


Audio example 4. More da bi znalo (If only you could know ), male song from Paring/Macedonia, performed by 


Pirinski Gavraci trio, recorded at Macedonian National Radio, 1980. 


Audio example 5. Kalina grlo boleshe (Kalina had a sore throat), female song from Gevgellija region, South 


Macedonia, performed by female group from Gevgelija, recorded at Macedonian National Radio, 1978. 


Audio example 6. Ajde mori Stojno, le (O you Stoino girl), female song from Kostur region, Aegian Macedonia, 


performed by the group Bistri vodi, recorded at Macedonian National Radio, 2003. 
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S60 98 696 MRO3O8—AMHO shbsdd—~Mgd0, AMIGMOS 39HOMbsIO Cs (396bWHs Lobge~mdfog}eb 
ILM0E86 LOGRZOGMEIMES. gb ob AsbsbosmgdgQmos, GMdIQMA?3 Ler3osmobs Ho OeQmmmgoob 
Ap bohggoboe gob30msMeo. 

HMgM(3 seds6-yHo gnbo3 nha Yaj7BZQdob (qsdo, Bobjo, hodo wes I_bgyJo) bsbodmgeer 
3840368 9ddo, obj AHEOMM|M@O dgMdbdob (HEA POM Abo) qmsbberg7de 3H535e~b6dos6 bod- 
290390 aber sbOye~rgob J3e-H%,360%7d9e9 Cd g9dsgMM0369d9~ MOMb. og0 MMasbob dob 73909db 
R3Msb3b Es OMZ~rolb sj bob, bsbsd doHamsweo LIL MsZ0E56 Csoffg7db; sdo39 EMMb, 0,0 esd- 
S89d0M CHO’ sderggl 30M37~ (serdsbyHoe@ Marrés — 4de7do0) wes IqMH] Law~moab sb (seds6-y- 
Moe kthyes — e33b-769) Azsqoe yegMromdob dowfggobsmg0b. oberb 39H Pos, 39dsj7n0869dje~0 
309086760, Irombogb Msd@760d9 sesdosbol Imbsfomgmdob yegmsemdol Igo bod33mo30b 
Abo JAGerse ws Lod—_Mab gobo3{%3mdse. dog Md dssemsbbo yogqr~mmgol qjheEs BzmMGIEIL, Gomes 
Loygqnglbo AZ bmbsbbo ofosb doefgqm@o. od-ybob Aqbej~gdsdo AmbsGom~mgmdb MMo 46 bdo 
Lamobso, Gmd~76073 ,,drdsbo~mobs E5 sb ybob~ B764305b 3b6%4~9d76. dso KAMAbL {er39¢r- 
40 aberba qdogMgob. 9479 (3989329 oebodbsgb, God ,,Aob3qMosb bodmgH 70 smemagymbaqmHo, 
JorGs7440 Ed Loos {Ho Lodm_M|doo.... Ababa 33q3~abqd9o 9M gvbdMAegqdjmo [bmgMgd0b, 
9439} HAobL QHomdol gsdobsF-jemgdowo* (Cabej, 1975: 129) (sje0mdsa. 1). 


Rsdeygsmadjdab g98%q, seg0mmdMog gqQmmyoqeo ymbAhgJbGdo, 00-7bds Agobobbeob M39 
d0Bs6G074HO LsdIyMobangal wsdsbsbosmgdjmo 76980 ws Lejos~Ho JdjGeId9d0, M53 Boz~gbob 


SHES 379MG7HSSI3. 0b-(b)ob 330980370 BVbJG05 Cs Ga~a 386b6353e9dmMeEs Jma30- 
S6xd0n Bzdg_6a~mobgs6. dob goqMmosbgd0b 3964309 43H SforbeEs, 30M] Iq~mea00b 30Mdmbo- 
Hzdobs, JEqMsemdons(3 3G Mdomo ayo. 9d33d3E IbLMMME DmHz{~, doyMygQdqje IbsH99- 
340 oy A7Zb3~egb0m Obmbb 33053 gddsMHombjem Ed Bogengos~o gvb3omsM7dj~ IwamdsMyedsdo, 
290E8 LEMAbILGoyme Bosob Aqboyjemopdabe. 

abo LAG AIH q_wQd0b, La o~pdobs ws (~r0bg30b87Ho oEaMIgZd0b g9630MsM7d9 Cssb- 
cogd0o 99-14 b3-437969do0 Gq0dA6738 semdshyjMse dorks 7d] bobs IqbogsmnS gyre yoodo. 

Abeba 86003693960 3Md3Mb AGO 60b36 Go 7H bog 3egbor Iqbo30d03, mgH%(3 39d90- 
Ma369dg9mo, Ob QMsQZO7M@a g~mgdI_bBo. o30 LO Qmegds g3e~gbog9ddo, MS erog0qMo CEgbsb- 
Foyegdob EMEOb. M930550M%37IMse, Me73s Oberb0 asderaggbjdmeEs dobsbHoyjM goe~mmdsdo, 39e0- 
mjGo Hosob A7bHym dom, ob JLMMME goe~mdob LF MHbsbm3Z96 gs6g0msMAdob_ _dbob-jM- 
3mES. J3qdmMM Iy_m_Qho SqQMeEMbymo Bebo WyZergmo ager (MgZMM3 od-ybdo), 38646393960m 
LMIZ96E9C~MO dgMdbyEro go~mmdobsgs6b. 

sOmbob dosby, bsw@sG3 330360 dsobsbBoyjHo gvererdss |v3{O3g~mgoqero, TDgdbO-jemgdegdo 
(G0d96, BqabsMA-j76mMb soM | {mo dobsbAHoqjMo gocomdob BMseo(308, MIG; ssMdIebos 
54 03307908, bebo sHal Ib MME ByAbeESdIZbGO Ed 9H avshbos BMIMbaAMO MHr~@o. bFMMJe 
38405 dobo g9d3j9%m0367d9er0 9347640309. d-QHeEmbo/oberbo sHob FMMObOd0b gsderbsH30b 3b. 
Jb sGob IbOMME BB QMOQebo mo 383MI9d5 d 4639 sHsQZqQMs, OY 3H MsbbE~m7ds by- 
Kaboom (sjyeomdsg. 2). 
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89-15-19 Loygq6g9db BoMob, by -dsobsbGoy_ 39@0meEd0, oberbob 38630375 Gsmodsh- 
HS Zd9MHos69d0b gbom, Madmob dobsbo aye IebryxmboyMo, sHssMdImbobyd-yero Igermeool 
g9d4ysMJd9 SjMEMbaM. Jobo dos39%o 64309 Oger BqqbsMh769d065 Lodseerg ws EdbdSMH|IM~DS 
Ia9mdge@bs obG {M30 pd0b LF mMGs@ A7bFogemsdo, 7derdMHs35 Zoe do (33.99763(33e9d063 g@)- 
HsJOOEb’ Brb70 IgrmmeEajma gsbzomsM7d0b5b) ws AmbsGFowgemds dogmer gommdsdo. bo- 
39dbymdo Cs Es6sMh76 sb smdabs3gmg]mdo go~mmdob obgma sbs~mo Msg30b9d-3M]b9d0, Mcr- 
3M0(39S BQH Aero BogsbboMJd9, a6 AMZ9e-jH Lowaeggd0b (G4Z9CMQd9EEd9, 373 3¢rabeEAd9 
26637300 AgHyqmdsdo (ab _MZI9em9d0b goQ_sMompdsbs ~ws G7d(30M7d3d0), bsbqZMsE (3 630%- 
aldogMo Bbgd0 E83 G7EdOT 7360 E3d-jIIgqdyer0 AQ~mM~@aNM MMb3d768 980 396bb3039d-q~o 
JodISMHOrjA~Jd0M gsbzomsHes (sqj~eo~mdsg. 3). 

dsm@ysbgnab gsoM-qbob (ymoRo~ Gemdsq~) bmbsdo, 06-7 weEsozqdbydqjm~o IHs35~bdos6o 
qosbbeoj6er Lodmeghob (ad-yb) Sqz80GH0O HMI:E0(305 Ms6s8:Objdmdb 08339 GQZ0mbob dobsbSoyH 
abebosb. cd-abob 302,068H0Z0 HOIeE0(300b8 E8 LsdIbM]{M-CsbsZerqQm doe~zs6qn0b d0%36 Go jo 
IboZOb QMon{MMSIQ93~M]769  BobmbBKerdogMos 9d GS Q0mbob Ieobsbeogmdob Agqdoeaq6emdob 
39039MOLGb7d0m; 96856909dL, {eMshgdb, 694dHqdb ~wos, Hoderma3emogrmsas6 ¥39cM9b] sgerqdse 
= Ler039db  gerggmemonHo 393d0%0 B4obeEsM JModshgmmsb. 4fqps6 gsdemdwobsM, Labbgdo 
369H030 OY 5 BIOMSE go~q(3bmdagM{dems@ bEVDdMEs, Z06bo3-3nH 7d0M Asd7sb Bmmob. FoH- 
Ly~@do obabo 36MgMerdE676 shmsbeEgmo bsdgMdbgmalbs dofoby], Msgos8bmo dgMdqbo Igo bmdem dob 
339M LOM; IMIMHMEL7S LodegM|db serds64H sego~rmdMog3 was~Hg7J4 bg, Gmdgm@a(?3 M39 se~r- 
I6gerAdabMZOb3;3 grbbszqnM7djemse gsdmMhyjmos (sqjw~eamdss. 4). smdsbymo A7Ztb dem dob 
339M LOM, 39Ms39~sdIObdo, gs0@qjbdo, sg9db-je~m 965bq Ieghmosb; Dbaszbos domo bodejM<s(3, 
06939, OmgAH3 As3dqeods E5 L630 Msg0b9d~9HQdgd0. 03039 Bgodegd9 oMJgZob sHedsb-ye~o/ 
Zroohjh gobo37O %3°7390%], Gmdm~m|d03 (3963) MQIGd9E Lobeomdq6 sedsbgemgdbs ws o96- 
B67 GrMols (sqjeamdeg. 5, 6). 

69r-d0bsb Boje boggzergborm obebb RM 39360 bsg 943k bodIbMJn-wosbsg3egn dog~r- 
36jn0b odabob bs9%e- %q80M% FHMse0(30sbms6, 30EH] ds3@03 CO 36-833 9Ms8sdo gsdery- 
769o9@ GO7d7heMbob Gos0b oberbb. Bjode~g7ds omJzb, Md bodbH]_n oPsemrosbs ~wos bo- 
(009% 9HdqM_dob (Arbéresh) EosbsmHob MmoByAMgaqw@wo bogosemmodemoab by80%0 MIE0(308 
9379396939 367940344 dobs6AHoqM, Bas boy376gqd0b goemmdob LAo~b Ed Esbs3e Ho go~o- 
S06 Gosh 4RZHe josberegegds, 30EM] byr-dobsbAojwm Iqbo3ob. 

SHO] dOL mo y{Mgoqmo oberbob HOse0G00b 33egg0bob 3Oqho smbodbs3b: ,,gooo dbod- 
309023360 goJmMo, Medqmay sJMEMmbab FsHdIMIrdob bs3ombb 43M sHorqjc~mgdl ~s goob- 
306 bodbob 439d 44969db dob sGbaimdsb dsob%sbGoyjm goc~mdsdo, sHob 393doMo oBscmoob 3H- 
39M] do’ AsMoOmdsea~@7d9er0 JgZergboob IMsg0e~bdosb LodmgMsbosb, 4373 <qdZgQe~rgbo &Mse0(3001 
do bq938—, 39% sbe7bb o~7bGog}038(308b oberbor3s6b... 39-14 boy 3q67d~e] IsobGy, Geregbs(3 ~so- 
Fg 9Hd3gM7dqd0b dogmsy309 08 smo0ab376, bodbM om seds6gndo dobsbHoyMo moPyqMaoqmo bo- 
ascmmdgema obeob as%jd9 gsb30ms@es” (Kruta, 1991, 68-9). 

ZOHL g96dsMHqd9 Bybsyoo. 2006 Foo’ %s3b6yerdo Loyogrosty fado yoobabobs, socn- 
JOderls 8G-gZ06(300b Bao 389Ms Joc~sJdo I36ogMQd0 9HdgM7dQd0b CosbsmmHob dobsbAonM 
moyjMZ08d0 39% 30839 abebob me@gbd7 sObymd0b CodseEsbsjM7d9er0 393 JOO gHoJijo. 
SMd{MJd7d0b AqbogscmnMa Iqd330EM]Md0b dm8Z9h (3968ML — S369 LAKMO serdsby bob d0%s6- 
Go q3~gbosb bogowosty (1914 Feosdeg Gbmdomo oger, MgMG3 3086s go gMgha) — 54gbs 
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%780H0 BMsea3a0m domgdqjmo bog ymsMo 4393030340 M78{MB 9H, GMIQ@Ma’3 Ig~@ewoo~y- 
Ms 386463930989 bym-dsobsbGBoyjHo cmoGqMZ00bg06; gb qzobob369e0 obebb oyg6gdb, boae~om 
SMd9M7dOL dsoBsbGojGo IjboZ9eMH BMs@0(309 — 9M. byr-dsobsbBoyjmo Aqjbo30 oyg6gdb dy- 
037 5 Mdo~ JaMdIs8 je ob _7GZ9em7db (goe0e7dje Lagybesb) G39 bdo’ (MJemobobob) 
Im@se~jnM Lobsqdodo, dsdob, G39 sHdgMJdob ds0bsbGo-4H BOswea3osb Lobgdob bo3-yooMo 
5390309303340 MMHasbobs305 94Zb, LH Qrose MsgobjRoero dsobsbGHoqhob go3e~ qbobsa06. d7-15 
Lox73460E96 Mbdse~mgmal dagh dsom@ys6qgnob mgy35300b CHM’ dseros6 160036q0~mg360 gsbes 
S0BsHGBoy_Mo LodIm_Mob sbse@mo, BMIMbo Amo ws yome|Ha 3md38ob 76980 (9.0. oberbo es gs- 
OETA L7gq6E5), LM dsae—my386Qnob g9HQm sHdgMZIQb0b dobsbHoq_% bodeg%sdo oberbo 
gr6obagm9d9, MgZMH(3 MI68djGeMHM3Z7 gkog8o3-90 Isbsbosmgd9eM0 ws 63d90HM39 Loobm~g. 
LoQomost), ZomodMasks ©, gvbbsyqnMJdom, ZMH BIMsHob boodsGomdo, geosbo34yHo do- 
BsbHoyMo g9e~Md5 EMbs3 godeay967d0, dsdob, G39 LodqMdbgmob IsMomdswow@y7dqery g3°~r- 
gbosdo b9-dob%sbGo-4M Iqbozob goed. 

Bas Loyy3V6g9d0b MgMHo ym HgIbAqdbs Es Loberher byerb6sF.9%9%] woyMebmdam, 3Mc- 
BP{ZqOsGHyerds G63 GHsGemd (Grottaferrata) bsms39 ese ober(bJob IBpbojempdsob sHs 
93969] ~sdsmo dgqhmabs es gore: boy3ydZ~ob Lobam (364) 049, GrgrM3 ob d3eg3969mdo 
ax6zomsMe@s 1453 Grob G7deE9g), sMsdG@, LomGes6er-sj;esem Wo bsbom, 36 GO7WVOd7GeEebob 
LVaomdo, g06b53-4mMHJ7d0M, 43H La~me Aq~Mmeasb bsdbderg369d90b JrMoe~yjhHo 43-0369- 
39600. 

89HEd ~wawa F3emamo AgoGsbs qdgqergbo dsobsbAoyGo goe~mmdob semMdabydedo. oy od 
LAM’ L639 9g3609M7d0 sebadEymo SMmde~adob HQMMHo QMO sb3gJGqd0M 06M 7beqAdmb96, 
FsMEbogZ0b AbodZ6qe—mmgZs60 ager HMMgmG&(’3 HQMMHagmo, obg 8HsJGo3-3~ro 86mdemgqdoGo030. 
O9G9, BSMEOd gyMsEmds gvsdsbgo~ms ob 6G7, 3H, MMAZMH’3 godsqMmosbgdqe~% —ge~qd96- 
Bbq, sHsdJGe, 4MgZMH3 ZodEbshgob bodjoemqo0bQ, Gmdgmoay; bor’ jG yodsb Logos~mdmob 
JbogdogjMse@ ADqbOjemgdob. KogQoqMMo M363d}EMM37 HQMMas oFasM7db HsGeEmb’ IobsbMg- 
dob, Memd~mob dobje3Z0M8(3, bebo as3Oygmgrqjmo ogo DBasboyagqbgqdab ocmosdo. HoMeo 
ombodbs3b: ,,obmbob Igboympd0b gb Ho80 — sotto voce ssMdImbos — AhsboGgMQd0b bobam 
A7dMMAgbo~mos Meoddo. d7Gdbjero Zro~mbool sy39g9d0b bsbsdo dgHdb-je~m Logo~edegdb fog- 
6333s MsmabyHo Logs~mdmmgdo, 365 JbMMme@ Mo _Maoymo, sHsdQe sHo~mosyMZoj~mo 
376 J309d0M073° (Tardo, 1938: 392). Vimmge@ sdob b5y39d39%]_ ,,hoobsbs gmogmGobyqjmo 
gommdab, Mmdqe~m3, Hsg0b IbM3, dsobs6HoyMo goe~mdob gebdHergoob GoMdrseoa76b, MMO~s- 
Bob msbbergdom I7Loyeoqds* (Tardo, 1938: 392). 

BIOEE $939 QvbdMBogb Herbo3sb7 wsdgsMgdqjemo ,,dsGo30% wes Bbozowes6 wodoabsb- 
Gb376 Iodszeer0_ ,,mGdsg0% obebob asdergg6gd5b. ob 3d IrdHsd5b smoJgsdes SsMdmbose 36 
SMMagmboals 393379 AMMdse. ,,5J sob bsGo~gdo, — FaMes ob — bse, obrb0 9H joes 
abdMeE |b, s30c~9d0, bes, bebo Wabsse@ jbeEs obIME|! ws, 94939, 9300980, boeEs(3 aberbo 
H7SM]MEO HOES aobegb Ingeo bodeg@ab Iysho BybesdzbGymo Bmbo (Tardo, 1938: 393). 
ob Ggab: ,,0be60 099b9d309d9 obge msbdIbegd 439%97dL, GM{ZMMA(38d LomMmsbe Sges~0 96 
94. GO989706Mb60" (Tardo, 1938: 390). 

Bomgmas, ed BsMeerb wCaMa{mMMHmdon dsobsbSoyMo Logsmmdmpdob A7bojergdabsb, ber- 
309MM mod q_Maoqje s8o7bsdo msg ofg6b ,,nsbbergdo0b~* dobyjymo sds. dsgs@monse, 367d276- 
obo Ids gbdoL, GmgmM3 3orblboboM7djmo sgrMeab 39363mdo~mo s3Mdebos (sqeomdss. 7). 
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do 6jE539e adobs, Gd J7gem boob dngero Haga sMdg_MJdQ~@mo DbsbyMQd0 Ingo XIX boygyoob 
3960s30d3do LF o30rerdE696 ws I-VIsrdeb76 ZOmGsH_Q Hobs eo Gedo Collegio Romano-Vo, 
543 JMO dsmgs6b 94 4303, JgnmpoE VMs FsMdergwmaobs oberbob sHoJG039 9%d]9%9dob, bogo- 
Maabs E83 ysmsdsMosb gge@mgbogdab yorzgmemaym AgbagserjM wojhZ09d0. obobo ~mose- 
JMse@ 043696 avb6Fymdamo bo33o0% Qgergbagddo <qAdZqQeMgbo dobsbhoyMo Fob-hg7-yemgdqQd0b, 
MHoFQoserobs 973306 dads, IEIMMEbE HMseayoyemse, d7Odbyrose Ed Bmaxg{h sevdsb-jHs- 
533 SdE763E, COPA WAMZO~M 4% Sobor A_ZIO|A sso ,,sbs~o~ Asbsbosmgdcoqdo Msg0386~m 
g0mmdsdo, of6gsm@s gb oberbo, d9—@mzs6qnab Ibis -doB%sbGojHo BMs@0(305 Oy dobsbAool Bs 
Lory gqbgqd0b -ydZ7~@]bo oBsmoyHo Fgbo. o-7I39, so~em bs6b LoQo~mosdo obmbb ay7bjde696, 
43,03 00863d9RM37 A_derJAGeEqb0M yrdsmb7bHb, Losbeagb. gb ayer goMB3qqjCwo IG~@ge~meds 
adobs, 4d aberbo ses3GoMpdqmager HOse0307~ 9HdgM]dob goe~mmdsdo; 4399, Ado sbHom, 
Jobo ¥OgMsEds Msg{abqd-jHZd0M gsdmoMhygZo. EsOFA-jbgzdqjemo 39, Gd oberbo 96 gsedIOb-yeo 
a 9~07O bosesgb7 96 396-4HO boggcgboer Lodm_Moes6, M739 OYHJQd0b dogQ% 6369396 3+96- 
Ajmal ~wssyMedob ‘Aq_deEga SHoJGogmbdIs A_ILH-jerqdegdds esGeggb BHgG@oGmMos. oberbds 
39303962999 E80 yer JLOCIME dsobsbBoyjMo od3SqMa0b doMomsed (3768)M7d036 Es dsb ~wobsom- 
LS sNFFgyjergda ws boyA3~97699d0 odobsMgZ0b, Med BgAbo ImgzaeEqGb0b3 FsOMAbols hgQG08M0sb>. 

ALO FOZOMALPA 336939000 sabgMgbydqeods sesdosbydds yAMseegdals da~ds 9% bes ~wd- 
Bergm6 ob goJGo, Ged dsobsbGoqMo Iybo3z0b gvb6degdsb, Gmdgmay boyowmosy d3bergM7d oe~- 
dsbgeM_dOIb39 _Qoz@3gcmqojero, jb3ee@ ofgb Dgdrbsb-yjema gsdmMhyjemo, (303bse~mo AgeoyMg0ecv0 
BMIEO0(303 MsgZ0b0 MAQmag074G0 ,,73G@a~ds67b00*. ob939, MAH 3 soBsbHoqjmo Aqbogob yd3gq~mobs 
ByerbsFq{M 7b 9fBb LogqosHo gZMHsdsGo39 E83 Lhomo, LagomoyHo HMse0(308 do3y3960 do~osb 
86043690386, gobbo374oM7d-je 6erGd7dL, Ged |d03 306bobM{MIg3b smo AQ~mmeEagdab bAGaAhq- 
sb: gbss MJGmobrbo es Loyo~moyha BMs:ea3ojmo Agereeagds0: Age bd-460, o6deeogZ 0-460, 
LGoPGeb-yero. s6djHj7dj}@O9S 3330938405 3338b ds b308ddM9d (1914-1967) asdmszeabs, Gerd 
LoocmayM-semosb-jHo HMse0(303 $4939 do8y3900 yrds bo300b 3H0bG03b Ag~mmeEa Mo YROMdj~9- 
dom. 36 330f396s, Med ,,dgemaGgzoncoo &MHs0(308, Medq@m0(3 Lagja~rosy ‘Agg0~@s Sgqe~msebylsy- 
Lob, gO _Gobs es 3305Gerbols gy7od-qjempdow@s6 E8 sm~mb’ pPoMybal ZodsMsov6, 370~mqdob Msbsbdse, 
SMIMABGaMaS 08337 GHQMOGOM8b], GMdj{@mS 3 LoMoaEsh AgZder’yjcro I-ybogss gs{gO3gergoaero"* 
(Sciambra, 1965-66: 316). gb dobsbosmgdgero, bAK~Osd-7s Ko3o0b sjKob Jgqq6q60b Ibasgbo 
IQMMEAAMA YMMHd-jemgXd0, LzasddMsb sbMom, B7admgds hoomgs~Mob Loo~moyH-semds6-jHo BMse0- 
008 MGagabseh MaMpdqMg_dsE. doB%sbhoyHo AgmmeEagabs Es dso IgMmpoajHo HoGd-yeogdols 
gb6bomgobsb 390qdo ob3960b: ,,3md3mba300b 4d SHobyo30b smdmhg6s as(3ae~wgd0M 33M dbod- 
Z09Er-g8608, 30M] MdZ0E86 g}0JHerdeEbj6. ‘Bzd~egmrdIs 3307939609 33013765, Ged Jobo 393639699 
54 8qde10933MAM}EMES ILM M3dE960d7 HqZ0MboM, sH3dQG@ FsMdeso 769 sMderbs3enh d-qbo- 
3°do godoGebgdqe~  3-d3eSa3044H  3H0b(3038b ws JHobGosbymo Agbogob gJbs6bosbosb gems 
3930399 dnge@mb bIg~rosdjs KeZ0b sybdo~ (Wellesz, 1949: 269). 


BMsea3oqjero ad-pbob oberaswoepdals [93670 Cs IsMOMdIsCoE7d~mjMO MQmoagool Iow- 
399.9900 8H 9M09%7b96 393d0HL 9d OH ASQGMM ROL’ BoGHob. O7I39, 393377300 393doMgJdb0 
930673 Bgadrgds CLsgabsbm DogMeAmbjHo abG Mg Qd0b, Irwes~mdob, Mosgob-y3s~mo0 Mo@)- 
dob, 088HMgZ0%7S-je~mO -MMb3dI76BQd0b, abFmbaMadab SMe qbobs Es, 939679 RIMMS6 QHose, aber- 
60b bsbom, Medgm@a(3 H037 FHMIeE0G3098dos go3{G3gm~mgoqemo. 98 MH, LEQmose 396bb3039d-q~ 
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FHOseEaG0sb GrmHobs 3s3doMabs Esbseg76se, syQ30mgdgqemos BzdeEgmdo 3307939, OVIZ9, ado ob- 
Ho, 39337770 39Ma0~9ddo. 

aborbo bodImg@al 4d OH RZOMIsb BomHolbs sGbydje0 demagho 393d0H0s, GmMdIg@a(3 99h39°7- 
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ENO KOCO 
(ALBANIA) 


THE ISO(N) —- A PARTICIPATORY COMPONENT IN THE 
SOUTH ALBANIAN MULTIPART UNACCOMPANIED 
SINGING AND IN BYZANTINE CHANT 


An Iso(n), a drone-holding note, comes from the Greek (\6O0V) and is the voice that provides 
drone in Byzantine chant (Eastern Christian Chant). This is the liturgical music of Orthodox Church- 
es, whereas the Iso-based multipart unaccompanied singing (abbreviated in this paper as IMUS) has 
developed as a secular repertoire. In Albanian, the same word for the same function in the oral tradi- 
tional IMUS is spelt Iso. Both versions of the spelling will be used throughout this survey, Ison in the 
sense of Byzantine chant and Iso referring to South Albanian /mus. An intermediate form of spelling 
with the use of parenthesis, /so(n) will also be used in order to characterise a liaison between the two 
linguistic forms. In both types Iso was never written down, but in Byzantine ecclesiastical chants 
Iso(n) is a written neume, the earliest scored records of which can be found only from the beginning 
of the 19" century. 

Iso(n) or drone, as a participatory component of the IMUS of south Albania and North Epirus, 
and Byzantine chant, has evolved and been orally transmitted and integrated in Southwest Balkan oral 
traditions of multipart pentatonic singing and univocal Byzantine monody. The integration and then 
consolidation of Jso(n) into secular multipart and liturgical singing with its function as a sustained 
final in relation to the melody, might have occurred approximately at the same time, Late Meddle 
Ages, although it cannot be excluded that the drone used in both forms of unaccompanied singing may 
have originated earlier. Nevertheless, further investigation into the possibility of the use of Ison is to 
be carried out, as no written records support its existence,. 

From the viewpoint of social activity, and in genuine and ecumenical sense, participation is an 
old phenomenon which has also been reflected in musical /so(n). Participation is a universal way of 
sharing, joining, strengthening the sense of community; it appears that participation is the basic need 
of human nature. Participatory culture is applied in secular and sacred cultures and the participatory 
element has been associated with /so(n), an element of heterophonic musical means. 

The multipart expression, which covers significant geographical area of the Southwest Balkans, 
is characterised by the collective sense of community and its importance as a social activity, com- 
pared, for instance, with the monodic expression of the music of North Albania and mainland Greece, 
is a living manifestation of group memory. In the beginning MUS was used only at family or com- 
munal social gatherings, being a shared collective heritage, such music becomes necessity for the 
Southwest Balkan population during weddings and funerals and in everyday life too. The songs are 
functional and closely bound to specific occasions and customs, and people attribute JMUS a honorary 
place in their festivities. This repertoire was initially associated with indoor group singing “around 
the table” or “around the outdoor fire”. In post-WWII period it was transformed into a festival-type 
singing as well and was organised in the form of an institutionalised ensemble culture under the state 
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patronage and state censorship, a feature that developed along socialist lines. 

In the multipart unaccompanied singing the Iso feature plays an organisational and participatory 
roles, as in Albanian ethnic communities of the Lab, Tosk, Cham (Cam) and Myzege versions, also in 
North Greek (North Epirus) types; it organises the phrase and calculates the pause before restarting 
the main tune; it adds to the precise timing, allowing the first soloist (Alb. marrés, taker) and second 
soloist (Alb. kthyes, answerer) to be clearly heard. The Iso part, the participatory component, requires 
several people to create more density in order to “hold” the singing, but the right balance has to be 
always checked in order to achieve the best resonance required. IMUS structure involves two or three 
soloists engaged in a kind of musical interaction - “call and response” interplay, backed by the vocal 
Iso. Eqrem Cabej states that the “songs of Toskéria are polyphonic, choral, social songs . . . a symbolic 
expression not of the solitary dwelling, but of the community one” (Cabej, 1975: 129) (audio ex. 1). 

At the dawn of its formation as indigenous cultural contexts, JMUS embedded languages and 
social activities practiced in the Byzantine world interacted with this culture. /so(n) itself did not play 
the same role as it did in a later period; its sound production was much softer and its mission was only 
to participate, rather than support harmonised melodies. There are still remote areas where an embry- 
onic and undeveloped /so(n) can be heard, away from festival-type performances. 

As IMUS structures, styles and linguistic idioms developed, its predominance, extended as more 
of an Albanian-speaking musical culture from around the 14" century onwards. 

Ison is an important component, as a participatory, integration and unifying element of Byz- 
antine ecclesiastical music as well. It is performed in the churches of towns and villages at religious 
ceremonies. When Ison was initially used in Byzantine chant, it only sustained the chant in a straight 
line in a pedal-note fashion. The drone was (as in Jmus) an unchangeable underlying tone, which is 
different from the present-day Greek chant; its main role, apart from functioning as the key/basic note 
was to allow for participation, without having any intention that this second voice would create, in a 
technical sense, polyphony. On the Mount Athos, where Late Byzantine Period singing is practiced, 
practitioners are trying to preserve the earlier tradition of Byzantine chant in which the harmony 
does not change, so Ison is a basic one and does not play harmonic or rational role, but is, more than 
anything else, participatory. The drone/Ison reflects the way one participates in the singing. It is of a 
heterophonic design, which means nothing but humming along (audio ex. 2). 

Between the 15" and 19" centuries, during the Neo-Byzantine period, Ison took a totally differ- 
ent course, that is a participatory role with the aim to reinforce the melody in the form of a sustained 
single tone within an originally monophonic, non-harmonised, chant. Its basic role relied on main- 
taining the pitch, helping the chanter learn correct intervals, moving within a Tone (shifting to the 
prominent tones of the tetra chords in the melodic movement) and participating in chanting. In Greece 
and elsewhere in Middle East, the novelty features such as the timbral nuances, size of intervals 
comprising fluctuation in the intonation (expansion and contraction of intervals, augmented seconds 
in particular), semi-nasal tone qualities, highly wrought melodic embellishments developed with dif- 
ferent inclinations (audio ex. 3). 

In ex-Roman Epirus zone of the Balkans (Vetus and Nova), the oral traditions of /so(n)-based 
multipart unaccompanied singing (mus) coexisted with Byzantine Ison of the same region. Interac- 
tion of the local tradition of MUS with Byzantine music in Southwest Balkan area would have been 
normal because the population of this region, the Albanians, Vlachs, Greeks, and, to a lesser degree, 
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Slavs, had contacts not only in their places of worship but, more importantly, in their everyday life 
as well. Therefore, borrowing and lending was a natural and often unconscious process, particularly 
among the Chams, who, in the past, used to live on the present-day Greek lands and close to their 
Greek neighbours. They sang songs in their own local Albanian dialect, which is very distinctive even 
among the Albanians themselves (audio ex. 4). In Parakalamos, in Epirus, in the Albanian neighbour- 
hood, although the songs are sung in Greek, the singing, as well as the dress and certain characteristics 
of these ethnic group peoples are very much related, if not almost similar, however, with some nu- 
ances between the areas. The same analogy could be applied to Aromanian/Vlach ethnic groups who 
live in communities between the Albanians and Greeks (audio ex. 5,6). 


Neo-Byzantine ecclesiastical Jso(n) has more in common with the secular oral tradition of IMUS 
of the Southwest Balkans than with the falsobordone type of [so(n) used at Badia di Grottaferrata. 
It can be said, that the oral tradition of liturgical chant of the Arbéresh Diaspora of South Italy and 
Sicily is based on classical Byzantine, Medieval style chant, and it is closer to Western chant than 
Neo-Byzantine music. 

Investigating the possibility of liturgical /so(n) tradition among the Arbéresh, Kruta notes that 
“an important fact which makes the genesis of the drone appears more complex and puts a question 
mark to its early existence in Byzantine chant, is the link with the polyphonic song of the Orthodox 
Church of the Arbéresh of Italy, which, despite its ancient tradition, does not identify /so(n)... At least 
until the 14" century when the migration movements of the Arbéresh towards Italy began, the Byzan- 
tine liturgical chant in South Albania developed without Iso’ (Kruta, 1991: 68-9). 


Kruta’s assessment is accurate. During my visit to Sicily in the summer 2006, I found no evi- 
dence to suggest such Jso(n) ever existed in the Byzantine liturgy of the Arbéresh Diaspora residing 
in five small towns in the province of Palermo. Main centre of this Arbéresh musical patrimony—Byz- 
antine church of the Piana degli Albanesi in Sicily (known as Piana dei Greci before 1914) — has its 
own specific repertoire, transmitted orally, melodically different from Neo-Byzantine liturgy; the 
latter employs /so(n), whereas Arbéresh Byzantine musical practice does not. Neo-Byzantine music 
uses hard and soft chromatic intervals (augmented seconds) in its Eight Tone (Oktoechos) modal 
system, whilst Arbéresh Byzantine musical tradition has its own specific organisation of this system 
largely unaffected by Neo-Byzantine music. During the Ottoman occupation of the Balkans, from 
the 15" century onwards, new components of Byzantine singing, harmonic and modal (i.e. /so(n) 
and augmented second) became very important, whereas for Arbéresh Byzantine singing outside the 
Balkans, the [so(n) component is treated as a modern aesthetic feature and as something of recent 
novelty. In Sicily, Calabria and in the Abbey of Grottaferratta in particular, classical Byzantine chant 
is still practiced in liturgy, whereas in nearly all monasteries of the Greek Orthodox Church they use 
Neo-Byzantine music. 

Based upon medieval theoretical texts and notated manuscripts, Lorenzo Tardo of the Badia of 
Grottaferrata conceived the performance of /so(n) not as it developed in reality in the Balkans after 
1453, that is as the lowest sound and foundation of the mode, but in organ-pedal or falsobordone style, 
specifically the solo melody with a triadic form of choral accompaniment. 

Tardo put a great deal of effort into the practical revival and performance of ancient Byzantine 
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chants. If other scholars of his time were interested in the theoretical aspect of this field, Tardo’s incli- 
nation was both in theoretical and practical matters. However, Tardo, apparently, conceived the /so(n) 
not as an element of participation but as an expressive means contributing to the aesthetic perfor- 
mance of chant. There are some contemporary theories, which suggest that the ison, as Tardo also 
believes, was used in medieval Italy. He stated: “On the practice of this kind of ison, that is the sotto 
voce chord, records are preserved also in Rome. When the Greek colony was flourishing, the Greek 
chants alternated with the Latin ones, not only in the liturgical but also extra-liturgical functions” 
(Tardo, 1938: 392). It is on this basis that “the Gregorian chant, the far filiations of the Byzantine 
chant, has started to be accompanied by the organ” (Tardo, 1938: 392). 

He also gives an explanation of the use of a “simple” ison based on the tonic, and a “double” 
ison, as he named the movements from the tonic to the dominant; he was inclined to perceive these 
movements as harmonic, or a certain form of polyphony. “There are parts”, he explains, “where the 
ison should not be heard, in some other parts where the ison should be slightly heard, and there are 
points where the ison should really sustain the fundamental tone of the whole singing part” (Tardo, 
1938: 393). “The ison”, he wrote “corresponds to an accompanying note similar to the organ pedal or 
the so-called falsobordone” (Tardo, 1938: 390). 

Listening to Tardo’s own performances of Byzantine chants where he acted as conductor, his 
perception of the ‘accompaniment’ used in some of liturgical pieces is obvious. Here is an example 
where the falsobordone is conceived as spread harmony of a consonant chord (audio ex. 7). Although 
several Arbéresh clerics studied and worked at Grottaferrata and the Collegio Romano in Rome from 
the end of 19" century to this day, none of them tried to methodically introduce Jso(n) practice into 
their everyday musical liturgy of the Arbéresh churches of Sicily and Calabria. Just as they were 
loyal toward the preservation of ancient Byzantine rite in their church, sung in traditional Greek and 
recently in Albanian, so were they reluctant to introduce “new” features into their chants, such as the 
case with the /so(n), borrowed either from the post-Byzantine new tradition of the Balkans or the Byz- 
antine medieval tradition of Italy. However, in recent times in Sicily the /so(n) component started to 
be treated as a modern creative feature, as a kind of novelty. Thus, efforts have been made to adopt a 
kind of /so(n) to the traditional Arbéresh chants, but, in my view, it sounds a bit peculiar. I believe that 
no Jso(n) was brought onto Italian soil from the Balkan church singing when its practitioners left the 
peninsula after the Ottoman conquest. This is because the /so(n) had only begun to be disseminated 
from the main centres of the Byzantine Empire and it took decades if not centuries to get introduced 
into the remote areas of Epirus. 

Those who are interested in melurgic studies should not ignore the fact that the branch of Byz- 
antine music, where the Albanians of Sicily are involved, has an abundant, precious and living me- 
lurgic tradition conserved with religious meticulousness. In the same way that the manuscripts of 
ancient Byzantine music are characterised by their grammar and style, so the Sicilian tradition fol- 
lows particular, some very important norms which determine the structure of their melodies; these 
are the Oytmnyos and Sicilian traditional melodies: melismatical, heirmological and sticheraic. The 
Arbéresh scholar, Papas Matteo Sciambra (1914-1967) revealed that the Sicilian-Albanian tradition 
also follows the principle of composition of melodic formulae. It has been shown that “the melurgic 
tradition, which reached Sicily with the clergy originating from the isles of Peloponnesus, Crete and 
Cyprus and in the end from Himara in Epirus, was found in the same ambit as the music coming, 
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according to Wellesz, from Syria” (Sciambra, 1965-66:316). This characteristic, the Mediterranean- 
like melodic formulae, concluded Sciambra, can be considered as an original value of the Sicilian- 
Albanian tradition. In discussing Byzantine melodies and their melodic formulae Wellesz asserts: 
“The discovery of this principle of composition is of far greater importance than was at first thought. 
Further investigations have shown that it was not confined to the melodies of a few areas, but was the 
ruling principle of composition in Oriental music and, with the expansion of Christian music, it spread 
all over the entire Mediterranean basin” (Wellesz, 1949: 269). 


TKK 


The members of traditionalist IMUS communities and the members and congregations of Ortho- 
dox religious practitioners do not acknowledge any relationship between the two repertoires. Never- 
theless, we may suggest some similarities in the traces of microtonic intervals, modal character, free 
rhythms, improvised ornamentations, process of intoning, as well as a thoroughly vocal repertoire 
posed to the process of oral transmission, and — above all — the Jso(n), all of which are found in both 
traditions. Further research is required to sufficiently identify the relation between these two very dif- 
ferent traditions but nevertheless there seems to be scope for further study in this area. 

Being the strongest bond between these two forms of singing, /so(n) served in the best way to 
convey the feeling of the music that was practiced in the Southwest Balkans. Both traditions, secular 
and ecclesiastic, tend to preserve their traditional participatory musical cultures by directing the focus 
not to individual expression, but to community involvement in order to participate in community life. 
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Audio Examples 


Audio example 1. Théllézé e Gjirokastrés (Dainty of Gjirokastér). Vocal Ensemble of Gjirokastér. INEDIT, Al- 
banie — polyphonies vocales du pays Lab, Auvidis distribution, 1995. 
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Audio example 2. Anagrammatismos, St. John Koukouzelis, 14" c.; Medieval Byzantine Chant. Cappella Ro- 


mana, Ioannis Arvanitis, Gothic Records, Seattle, USA. 


Audio example 3. Protect, O Most Glorious, in loannis Koukouzelis, Mathimata (Psalms-Sticheron-Kratima), 
Greek Byzantine Choir, directed by L. Angeloopoulos. 1995 Editions Jade. 


Audio example 4. Né ulliri (At the Olive Tree). Dodona Group. Fier, Trashégimia shpirtérore, Ministria e Kul- 
turés, Rinisé dhe Sporteve, 2003. 


Audio example 5. Mé dérgoi néna me dele (My mother sent me to look after the sheep) (in Albanian: Mé dérgoi 
néna me dele; in Aromanian: Niqisié dadaé, Andon Pogi), HoAvgavixd tpayovbsdia (Polyphonic Songs), Live in 
Pallas, Eurodisc S.A. 


Audio example 6. Ena savato vradhi (One Saturday Night) POGDORIANI/KATAGRAFES TRAGOUDION 
STON PARAKALAMO-DIMOS ANO KALAMA — VASILIS RAPTIS (2CD AND VIVLIO). 


Audio example 7. Asate Kyrie. First Tone. L Antica Melurgia Bizantina. Coro della Schola Melurgica della Badia 
Greca di Grottaferrata diretto da Padre Lorenzo Tardo, registrazioni 1953-1956). 
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HAI-{HO bHomos, MOdq{MO(3 9363738 d0d@mo-qM ,,dAbsJIGdO™ sFg{Go~ g3~@gboyGo (3bmZOgd0ls 
Maye Fobb. 1870-056 Geogddo Ggbgmoes6 dJogMsy00b IqdeEq,, LAEow~mg|n sdQ%o39~0 
3498) 9GB7d0_ (36-3H876 MAIQd9~@, GMAG~A’3 9% 37d8H9d9 120 seEsdos6b. obobo obsGowy- 
496 SHO 7JHL, GOI K9d96, 7377-1096 yerg9A7MEMOWMseE Cd 8H 0—9d96 SaMs@ Laerazsbb. 
HoMEgeY FAZ0b ofZb 39 3399@0 bodbobyHo, IsaMsd bogQ09%H boJdos6-rdsdo dogo xXZ74R09 
RsHorqjcmo. XZ3ROb GFggMQd0 bog qos Lofdosbedsb 3H 30MseE, obwCoZ0eEjs~myjH Jobbse, s- 
S89 LsbogseEepdob 3qmomemgmdsty bH7639e doohby396. 
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3478) GMOH dE 9H3 ob IoMBjo30 ~wsder3007d-jC9dd 9430 LodQdbOyemgdcoe bymergbgdobors6. 
dMIMOAd0b 8Hab3O08qGd0b9 (5 MIgZdEsd~mdob asder, abobo gsjHdo36 MsZos6Mo byM~merg6gd0b 
LIIMELA MOM 7d5b, gobbszqoMQb0M, MgMdbdbsbyOQd0b COM. (39339 3oBIZOo Moe 93Odo- 
MMos, 45393980, boagqngbe Gqdob3939d0, ayo wes sHol dDohbyyemo bogk3e Iog{~ bse, 
Game wMOgb 47dMb3739do — LoGsbobsM aoGnmdseE. dsodmoaobsedo soGo30b39d0b doyby- 
2539, SVG QGOBH do 9GyYorgy376 Hbsmdaqbos (ms30 150) gMmdb0936j7~m396 dJomamgdg6b — 
0 JJ2QOM QRICbS* JOsMom, S9M0M0M, E530M, LoyZaMam, Bsbaom, HsddqjHom, EsaMam, GFob- 
Fomams wd doo. 

SHsds3HobGgdob Momfdob y3{7mo xQq“Zdo DqxbOh-jbgAdjmos Bodbgd0b QHOmdeo30 Jgb- 
Gympdob AysMo HMse0(309. $y G08 qd0bsmgZ0b 3odba odos{omgZq ager Ed EM AIG] smal MF- 
I7GOL gsderboGjegQd0. ds ab FMMo AM JOmb039d0 BIOMIES se {Homo dImdos6 wsbsF3939e 
dogg6omo seosdosb6gdob Godgdab HoJ8gd0: ,,ob06o Ieqmme@by6 IbosMAmse ~ws domo bdo oly 
Jjbe5, MomJob JoGGowdo Lsbodob I7bob3z7eGs@ gdseEqd086m~ (Hutterian Brethren, 2003: 
222). dgqmo SG {MoGqd0b (dso Brmob, IMBgZ0e~pd0bs es Gsdgejegdob) dog wes ghoerwo 
950%930 bogscmdgeo Vaterlieder-ob (d3dsmd bode74960) bsboo sho I7AMeAAGo~o. Ab HQ- 
JLGqb0 EE absmgob A7gA_d0~08 Loggegbom yM7djewdo, OmIgebs3 Die Lieder der Hutter- 
ischen Briider (32396080 dd940b bodeg@980) (Janzen, 2002) 3430s. 

38 JMoG {d0 98) Lodeqm|db bby. sbs~ Bodbgdms6_ Qhose MgmdbdbsbyMQd0b wCHmL 
dS6G9d976. 3d EME Mog{b odE_bIO MogobjRCrse Cs yMIQMMPjEMs~@ 3Mdbmdq6, Med 
IMMoeEQ60b 394709, Hadabdogm dIedgbA do y3Z9~@mob DgzqAdmos A7ZVQmOM’ Mesgobo bIS g-7beb. 
39@s sdobs, AHeEa~MMIH sdQH0Z0b L639 bLoerbobsas6 3964639390m, SyhQMoo dsds30(39d0 
LodeqMsb 96 dooh69396 Joemgdal bofdosbrdse. dsmno qhHomdemogo Lodmgms Imbmgy3MbyHos, 030 
300 639-39b-j bob Hodobss, GMI{MbI3 obgqma (6 daq~mo Iq 3bog{MA60, GMgZOMa(3 sH036 bo3Zemob 
Ggd39%er90 (Temperley, 1981: 511-544) es qgbero s9%,0 (Berg, 1996), ,,c6GmbaMmgdsab dgqeo 
8369M8% doohby396. gom0 ~moaegha (Lor@oabsjo), BIOMI@ 7% 439%S%q 36 Imger] Bodeomb-yH 
IVMEOSb] AbAMboM_L BHJLAL, Gobo3 ,,s63gbob gswsgegds" (“lining out”) 94Vfeorweqss. Jqd- 
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93, Jogema mgdo dsemosb bg Bqd3dO Cs gHdq~mo IAgemoBdgqd0m odQMMH_L HaJbGob doo- 


382906 9339 Wodsbleagmgoqje dIgmmpeosty. maej%o Losgobmdsb wmgdbob yo3q~ baGoJebb 
Lo XZqROb’ FggGqd0, Gemde~m|]d073 9 04969696 wPsfgmom AHgIbb’, o8gmM_d96 dob. odolb ade, 
4d 3363960 3 sHab bmaM7dyer0, obobo EHMOS g96ds3Zerdsda OG3m~mgd9 Ed Lb3s.eEsbb30 
090do AOD 7rMgbs~e@ —_gsHLb3og7d-qeros. OIG, 933093998 3qe~96 JsM@Bq6lds (Martens, 
2002) 38 dgqemeEag7dd 89d330EM]Md0MMd3(3 SEdshabs. ds6 obobo XVI b. KerBoM|d je bogo- 
dM} TDqs@9Hs, AMI{IMS BHJbgdb CdoMse@ 049 EMMObsMgZ0b IM3qjmsMye~ Ige~mp@agdb 
“jboeoog, 70066. 

80069804 Lodegmsl 493h0 SAG {mMoGobHgZ0b Loyos@my7Go BAbJI309 943b. GFoOb-yerdo ogo 
MYsbpdabsMgZob CE5b3769d0b gHoseE}_MO Lsd-yjse~gds ayer. sagery BMMER9bo SEF {OL 3o6seoWHo 
Bs:INHO’ gGdQ~, (03 9d996b, GmdIMpdbs73 SqHQO@oG dob 33499390 IMPBgZ0~moms Lodmgmjdob 
AqLG79d5do 38s%qde@696 (Holzach, 1993). dgbo3s a9 30093 GoGderse396b msgol-joxse~r0 
LAOOL 398 9H7d0b Lodjoemgpdob, dx34sd 030 LoMseE Hyde, HO {Qmoe@ LH ye yds. b9393980- 
bs Ed bsqQHm- LodegMmpdob s3Hdoe~g30b 390m, Sy QhoGo MoabgaxXQ{M]d0 doe~rs396 Lo3zqoom 
SZ bGO393H 308 0H]OL, OVIQS IMQMoM Aro LodIM_Mgdab HRowMam MZsqMPbyqjoOb Bemd9. 
306b3 374M Q60M, sbsergsbMeEmdsdo, obobo HZMymoseE sHosb |v 39dym@o Iybog0m Cs sdom 
39901 658)9396 SHH LAL sMbydqmo GqmogojHo CEaJG Hob Jods. sbamo sddsobo dosgMeqd9 
8s'dab, H39 SbMasbMes abso~m|ds ws A3~mgbosdo Doweob. obayos300b GoM jsmo dob 3y)96- 
a 9d0b g3e@gboob FogGse 943934, Ibre~me sdob Dqd~eg2, odse@gd9 ob 3qG MoH gd0b mgdobor- 
30. 39b<jboldg7de~mds OFMEQdS, JIM|ZIO J-rMFGabzdab yRM_d9 (LGMAQE gbss oda dob %o, 
40d SbsemgasbOEgoob jIMs3e~mgbodss LaMomMB ym AerdsbHogyj~ boboggs@ymer \HoagMomdsdo] 
5H a63M~qdS). BsO~mds JodeobsMgMdb Fob dob Cs330M. J3ergboob K7dIsMoGo GFg3ghjd0bsor- 
306 doymgdgmos LgZr@o036o JobmHo ws ~wsbsge~3Ho Bodsob bodegmbo. 
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3930 SjGQM0GB0 Dderdqemo YoyBeds.e 9% (36Mdb 09/89343909 AgbogsemqM 36m gbsb, 
A_bsdmms odoGd43, 4d ds sbbogn Hsgo8hHo sbsergsbMemdob Feogdo. d334sd sHobGomo 


aJojdmes odob 4853, ed abobo 0Fb7d96 smbodbyer JIQEQdSb. Lodmmem Yodo, gb Jdq~e9- 
3980 gobaba~mgds, MMgZMH(3 (3ME39, Mmdgma(3 Isbdo AmbsFow~ggdds Ambsmgemsdw@] 9A(300~9- 
dmg HES Imobsb6omb. Js joes CsEb 30MMd9s, Md smsMsbo~@]7b doomg7dq6 Jbasgb o4ibgddo 
IerbsGom~mgmdsb. dG, JROM’Ib0 sbsemasbO@goob dodsMn 473e J_7dIPF yooM|de~m9d0 sHosb. 
3+98)908)9d95 IGs39e@bdos60 Iegms 1970-os6o Feogdsob dmemb ws 1980-os60 Feogdsob 
LobsFyobGo Lb3vrE5bb39 HoJhoMol KQo{m bom Esoffggb. sbsergsbMEs s6sd93G ob g6do, Merd- 
C9d0(3 989G03°9700/ 3563E47% (BAS wobs3eA) ~—76ZdIMbS3@036 Ms0MbGo wsbsberweb76, 1800-0360 
Frogdab sm~mmb aqbeymo bodegmal deagha GHMse0(309d0 fHsdemsyscradgbs. IgbmbaG)gdds 929% 
3093 A ybgamdo Gbe{Mg7dobob A_7EZ30@~gb MoZ0b0 gMobdosbo Lodegmob Ignmed 363%939(30- 
mo MMbbdosbo Bodbqd0M ws Lsg76E Lodeg_MAdom. CoM|Msby|E~MO A_ZbKdI~mdabsae6 doo do- 
OE’ 39Mds6-yerm76-3960 Badbqd0, MOdq~mos ~wowa bsGo~ro dse~rg ofagb obgm@ols-jHaeEs6 msMI- 
Boe AMEAMMsdI\MOZ7E Lol-jmag{hMe LodeEg_M7dseE. bogjbeEE bodmgMs gob~es g%M-J%M0 dbod- 
Z09emg3960 Le3os.mqho Ingmpbs sbsmasbMegoab (36egM%9d0d0. gb oy gMo-ghoo oDZ000 
GoF+79(309, LIE8733 49H Hsgob-jR{moe, Jdmde~gdals 4397330 IgmZ9E—~yqMHIEd0b 397d] BqQde~rem 
J9MgM3H LsGabssmdeqar Ligbob GoMdmdsea96em7dms6 gMosw. IyhqMoqd0 ~ws JIj7bmbaAgd0 
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L9HbMmg|dom JMO SqMOMEDO gIEsbsbMegb FHEAMM|D sd9%039dO ES M86 Foomg|b bogjbem 
GHMse0(30980 (Berg, 1985). dgGrbaBgdbs ws SyGQG0hgdb Irmo yHoagMamdgda odZg0smM0 34 
age, Mse@386573 FoObqjedo 49360 Igbmbo Go SyHqMoGos Hgdolb b3r~rsdo IsbGo3crpdmmdes. 
BegagMona dsgQ986o IeobGs3mg9db Lodedse yb yqMBobs Es L635 bob3gm~m mbobdogdo0bs0- 
306 bodmgmgdb sbFoge@opwo. 

0935, SOCagmbayMa boa jbo Imgmol Remo 3936396989 IJb6mem@ 1970 Feeoesh 
AF’ ygd9. 88 CHM’ Sy QMoH dob gZ~gbos Esj393dOMES sd9H0Z0b sMImbs3~mg]n bsbss0%mb}] 
9983] LbZ0 JHobSosby~r Lobmgs~eg7dM03 gogMmosbgdob. 9d YQqAQb’ sH-jwe{M3mgyl gdob- 
036 es bsmsg7b XX bsyzqbob 39Gds6osdo o—pdb. 3q8)gG08jd0l0386 396b6353960m, obobo 
9% 093696 (39330%9 ws Igbo30074 b53H939d%] 53300b Fobsmdegao (Janzen, Stanton, 2010). 
1970-1980—o36 Gergddo SyG {Moos Cow~a bsGomo WyeAMsgQob go3~qbsb gsbobo~szes, 
43003 SbsMgasbOws 378 qH08q60b LogZcmgbor mgIdo ~wsMhgbabs ~ws g3~gbosdo eEsdH-ybjd0b 
Lod-joegdob. 369—}M3MRIdOb (363% 97d9 63309d3O 4393H0 (Gd LaMOMBAE@a Oyo. obobo dqybo- 
Bb ,,DbasHAmpzd0b g3dMbsGBZ0b~" Lsdqsemgdse@ gsbobam~s3@676 ws 8% dJoohbg3eb96 smmergy 
30 8)967309H doco. 

49300 bsbeCsbdyjmo 3G JQMoGo (393396 wo 539309 Aqjbo3Zob dggqemg_dQMoe 6398/0374 
9(3,J9O@S, 982.039 bogqjbem Igbogs d4jEqIM3R} 7d0b Ag7jmo 8Hs)h039 Oger. 030 gsbobo~y)- 
MES, 4MZMH3Z SbIEMAsbMEYMO LAMB] bGeo AmdMsmdoob LoyZqngbeo semigMboBo3. bod- 
LA{MAd0b GQmagajGHds FHoJbGIo 39360 SjGqM0Go Mmoe_ho CEsMGIybs, Gd gb Agodmpdsmeos 
gmRomogye sbse~masbOe db] IrMsmyHo ByImJdqegd0b ghHM-ghao |AMHds. Mosg@830%3q~o 
060(3088)033 sboemgsbMegdsabogs6 Irw@omeEs, MmdIM7d03 8M ye_Msmgal MgdGQdM06 ao—y3Grom 
dora, 69-4Md9ddo AmbsFomg|mdeby6. MQmogoyMo mow@gMg7d0b MsbbImdom, ayjbeob so%3qmo 


Boemddegzs6gemgd0 JoHsmdeb76 sHo-3y Mo’ Img _bombs~ Ayjbozob s87eEsgma9db. Feogdob 
396ds309mdsdo, Mmp@Egbs3 IqjBgMohgd0 qjbogqMboyg8)do IobFGogempocmob LaMPBogogoGob dob- 
SE7d3@ LHogmmdeby6, 493M0 domasbo MsgI~@ syomadgdms g7EObL. MZI_MPBqjSMO 09308380M39- 
(SEO 84(IM3-I~M 73019396 OY bobgLbZd0, MmdQe@a(3 B7de@]2, b63s Sadbgdom ~s MAMmog0%j0 
LodmgMgdsoms(3 BgagZbe. IqGQroGns g6e9d0 bdomseE sbhHyAe~gdg6 doh ~yo3e30b (Butch Wipf) 
I-VboZdL. 030 ds@ash BsymoRngMo 3Od3smbosmMos, Zv6seob (G76HOserqMo bsGo~rab 3qqmom- 
Hs MQdOOSH. SdSbms6 QOHOIE, 49739MBQsMals wowed bsfo~a 394] FysMepgdoesbs3 — 396b53+9- 
09MH7}d0M, Logsmmdgmos L6gs.esbb3s 37d jera~@sbs(3 034gd9. 393% MQdIb CEE’ Msdeqbod] bb- 
3005b639 aqbeo 8493b. bsHdodg’-JeMgQd0 Cs wsfmMFGobgdjmgd0 G_QqjemsMymoe ImbsGorqemdg6 
ISLGo. 452,39 bog76E- LodMg_Ms 73M A7B se shoemasbM@goob Lodge. 393% aqbeb hofgmo- 
MO ofgb semderdgdo, Gmdm|]d073 3OQ7MLENS Sy QG08 ey Ieorbsbegemdsdo. 

gb dobjb7d0 bsGo~mdMog g30bb6ob adob, My GoGed ImqMosb Iq qMahqd0 376EVMse, 
85348d Ms asdsMamyds 943k donb] bodoOb HOs:e03074@M0 IHs3oe~bdosberdoab  306o39%96(30- 
569? IAG 39d830G9d@O, HEI Ih QH0Go abogoeE7d0b bea gos@mobsyosb ssezo~gdb_ ob, Ged 
abobo, 4MgH3 9. &JI3MZb30 SEF QOL, 8mB76G0jHO 3ed--SMmMagmbag-qabydo sHasb. 3n%)q%0@) 
893,08M7dM36 Hada jOnaQMMeds seEsbsjMdb, Med dona IjboZ9 bBIoMs@ ob~eoZ0e980b93,96 
Ime@ab, GmgZ0M(3 II dagh J78)-b3309d9e@ 6973680 AqE~mMeEAZd0L OBHMZ0%sG0jMO 389Hdebo- 
$9309. 8Mdr-3MMagmbo3jbol IbaszbseE, B9MIrbobZDob Ob qjbsMo bsbgMderogo g9d-(3eo~m dob 
‘AqeIQ9© Iergeob (930 dsMg56o s6s—~rZ5bMOSS 5, Jderdmpdobsas6 336b6353960m, 77339 a~jbe- 
dos smBMEomo). 833639 4RMHO 960936j~mmz3860 abs3, 4d aqbeyGo Iegmal gsdemy3c~omyds 
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SB QMoH _d0b GS qmagayjH wer?Gabqdns6 Ed y—rgqcmemrojM 3shofGo3sbos6 gMmse deragho 
IJ LRM AMO Cd ofS joemqMa abqdob AQZbMbsBmMHas. o30 Sy QGaG 0b aqjbeqMo bodmgmob 
3967dM03 A_*ILMjemgdemgdoe Fomdmsh bb. 

WGabsMbb_ yoo3mobs, gjbeo AqhoymMAmse d609367~mMz36 Gr~mb Msdsdodb GQmagoqh 
0986}ddO (L38Hb- Jeo Lodomo334Go HgZI~MbsbGoloM, g7eEbs Cs HAQmogoyj o—qeegdb Ger- 
GOL 036-g,33074~-60d6MdM30 353d0HO SObIdMdL). AGLOJegdab EH’ g-76e0 3s6bs3-4nM]d- 
38E SHOb EsdIMZ0—O7djC~MO ByMddmZs6qAe~rab bydsbs Cs dodsMHar~jymg7d9b]. shsds3Hobsad0b 3-6- 
(93G0 LoddZ:0@0b, qdqQMogq~@mdob (396d. Gelassenheit) I7bsbgd Jowmoaqdb, Ged GgeragoyS 
(36mg397d9do0_ 80MMgZ67d39 M3m97dM03 bgdolb joes wsgd~mMho~er’. sdob gsd-ms, God MMgZH3 
34) 9M0G90d0, Ob9 368938048940 brO~Merds BHESLMG jE sbs3d0 begs. gb sHolb bLEob, Me- 
3M3 AqaQbgd-qjerma goeEsHygq@aergdob Jomgdob Laddsmere, GFobsbFoH gs6bOsbymo ws 39MZse 
Ig 0JH7d3~r0 bodaxo, 3oMIEd bydo-LyMgZa~Mo, LobmrgaseEm dob CoJGsG bq CodmMbow~yd4yero, 
AZ0mob bsmeredobs3s6 396bb30390m, GmMIG@s3 byO~mdob sHhyZ060 sHs ofgb. 99 367393 - 
G00b Msbsbdse, 3°76@do Lodegqms sdIZ0E96L, CaMAZMMHO MIQMMOL I_ZBsI_3MMAQmo Loddmmems ws 
030 SG qMGsS HMQdals Leor(yos~VHo gogMoosb7d0b oeEQse~MqM LaHsMb Jdbob, boeEs(3 MoMmy|nEr 
SE39086L AmgMdse~mgdqero, 49339 dbodgZ7b—EIMgZ560 Mm~@o ofgk ws boqMorm Fomds8gdobsmg0b 
HommAjmoals PsMorrjcwedss sqAyomgdgmo. aqjbeo domo’ odqbb L3vesbb30 obeagae 7d0b bdome 
3090da60M7d0M, Js3sd 030 92948 QOmdsb 39393b, G39 ImdeqMm|d0 Jq7bds8) 3d0~m ]d-jembo 
54 3036, 86 (3E0MMd76 LoyZqWmsHo 330 gM A_bsdeps~medgd0b GFoGdehgbsb. 3yeqHoGqob 
LAMIMM7d036 LoqdsHo g-7eEab, GmMgMG/3 Hob’ AVG sQ_MM qe docsl g96sd8)3039db. Agdo 33- 
mgg0b BmgagMoo ImbsGorrg 33MM Boobs; dJoeob wes smbodbs3b, Gmd gqjbeqmo bodegms 
9306939 sob dsMo JMoosberdob oho Es, sdegbse — MJeragayO (36-3%9d9do g3egboob 
$9303 GFIHIBqdjmo AmbsGorrgmdalb Babso Irweqmo. LFmM|e gb oger hgdo gHa-ghHm0 Gobs 
Imb’I76980b Insg39%0 mgds (Knight, 2011). 

30M@ sdobs, sj qM08 606 bogqjbem Lodegmal asder3e@omgds 9E30d9db gd-(309db, Med- 
9803 L635 godmMQe0M|d0b sber(303309b 0739396. brOerb LsbeEqMb 30Mbo smfgOb ober(309- 
G00b obegds-j% 60d69db. Bedok SH qjGobe 99 363933006 Iqbogob qjboesg9db eo bbL6ob, my 
40% Ajadeg7ds Amsbeoobmb Ijbozoc~mqjMds GsGoHdegdds 96 IqbogomjGds gsder(3~.0G~rqd0d 
IevagHo 3930965 sesdosbob IgbLog%7d9bq (Turino, 1999). ambedo ymb3Gq8qjeo dIxqbogol 
AVL yemqb5d Bgodmgds goe30dMb Loboy3oGqjeer gder(30900. ob, 94939, Agodegds aobegb bobs- 
G{mob, _JbHobob, ImGyq6ob, odQegs3MjqQd0b 6 Lb3o byd0bdagMo gd-m300b, 46 FoMbj~mo 
g9der3eacm dob abb3oMs300b FysOe. IyBqmMoAgd0bsmgZ0b aqjbedo Jegms Mg3mabdbob-yMmQdo0b 
8OM37bOb ob—egJbos. sdGHog3e, bogjbem bodegMol A7ZAdmoes doggzag3v06Ob IsMB3Z0~rmdolb dgqmo 
AbAMMagZd0b Amambydsborsb, NsbsdIGEMMgq{mdobsmgzob MmgmG sJG yoy ogQdbsy 96 joeo 
SLsbs3egb BJA. goes sdobs, Jono Dq_bOymgdobsb, badsabdog%o gd-m(309 ws FoMby~o go- 
Ie(3009d9 Bgadegds gs0bbaberb. 9da39Mse, IgbogserqHo oJio3md9 Agademgds 8e8)96(30%74H0 
DobssMbon wsohZoMOob’ DLO jemgdmpdobs wos bdIg6gerqb0b ambydsdo. 
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SH QOH 7d0b g-PeqAMa Lodeqms ymg@semdon <bogs~mqmHo 36 ,,qdZg~@mgbo~ 36 sHob, 
OIIG9 BdEZLSO ZIMome sHab 393M (39egdyero, Ed Bgodenqes dogygh Fysmergd%] 993-9d69d- 
40 Sb63I~O ,,bsMbyAGo~ HHseE0(300b 3390030386308 obLAoGj{Qombseo-yMo Mg3Md76E8(309d01s 
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3949709. do~ybges30e sdobes, IqGQMoG dob ssd08-jbo Es Loose yHo g9M7IeO — MQmogojHo 
LIB MabG60b Asmg{mom, 6 (3038—.053(308 CS YEOZgePEMO WHO 3MsJG038 — Iso dy69dH03 (Ory 
SHS 3969H 039%) JoeEMAZa~M|d5b Dqmsb6bIG6qj~mo Ajbo3sc~oqMo doc~mobbdgZ0b Lsbyb shogXqob. 
sbyno bMobbom, gb odZ09M0 Iogm7bs3 FHEAMM|M sd9M039d0. 38 gM08gGd0bMg0b, 04939, 
430H(3 IMsZ0~M0 HOI:eC0G07MO YXgyQobsngob, Igbo3o Imomb gb ImbsGom~gmdsb wo sHs 
SeaGoMoals Ibo FggAMdob. IqbozocqjHo sm~mogy3mboon 398973909 sHob ob, Msdsy, Bgbs- 
IOs, I3HO MAO’ bery{os~yjHo oeEgeserQd0 Ieodsgs~ro smofergyje~pdal Jsbdo~by sbsbMeEmmb. 
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MATTHEW KNIGHT 
(USA) 


HUTTERITE CHORAL SINGING ON THE PRAIRIES: 
SOUNDS OF SALVATION 


In this paper, I discuss an ethnic group, with a religious origin and highly religious lifestyle, whose 
music cannot be considered “traditional polyphony” by any measure. Hutterites sing their hymns in 
invariably monophonic style; they have only begun to sing in choral fashion in the last forty years, 
and this repertoire is fairly standard Western art music in four-part SATB (soprano-alto-tenor-bass) 
format. Despite this, Hutterite ethics and ideals predispose them strongly to practices of cooperation 
and teamwork. In this respect, to borrow from Izaly Zemtsovsky (2002), they possess the social values 
and habitus required to become homines polyphonici, explaining their widespread and quick adoption 
of choral singing; in Joseph Jordania’s terms (2011), this group’s longtime “social polyphony” in all 
matters (including music) helps to make sense of their now-polyphonic musical practice. 


Introduction 

Hutterite practices and beliefs are part of the “Anabaptist” branch of Christianity. Anabaptism 
designates a set of belief systems that date back to the “Radical Reformation” of the 1520s in German 
and Dutch-speaking lands—a rejection of the Catholic Church that went even further than Martin 
Luther. In addition to standard Protestant beliefs about the Bible and the Holy Trinity, key doctrines 
include pacifism, separation of church and state, and “‘believer’s baptism”, undertaken by an adult in 
possession of their full mental faculties and hence able to make a conscious choice to follow God. 
About 2 million Anabaptists, including subgroups called Mennonites and Amish, exist worldwide 
(primarily in North America); Hutterites make up about 50,000 of that number, and reside in the cen- 
tral plains region of Canada and the United States. 

Within the Anabaptist spectrum, Hutterites can be classified as an “Old Order” group. Old Order 
believer-practitioners hold onto German as a liturgical language and speak their own “Low” German 
dialects in everyday life; they isolate themselves geographically and avoid secular media to protect 
their young people from the influences of mainstream society, and they attempt to maintain the pat- 
terns of religious, social, and cultural practice in relatively fixed form (Kraybill, Bowman, 2001: 15). 
Thus, Hutterites are easily distinguished from mainstream North Americans by their religiosity, their 
vernacular language (“Hutterisch”, learned from birth and complemented by German instruction for 
spiritual purposes and English upon entering primary school), and by their distinctive mode of dress, 
including long dresses and headscarves for the women and dark pants, button-up shirts, and suspend- 
ers for the men, who always grow a beard after getting married. 

Hutterites are distinctive from mainstream society (and even from other Anabaptists) in one 
other important way. Since 1530, their ideal lifestyle has been communal, modeled after the early 
church described in the biblical book of Acts. After migrating from Russia in the 1870s, North Ameri- 
can Hutterites have lived in communities not exceeding 120 members, who share all goods, eat meals 
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together, worship daily, and receive no private wages. Each member has a specific job, but some tasks 
involve the entire group. Members understand their labor as contributing toward the welfare of the 
entire community rather than toward an individual goal. 


Hutterites and Music 

Hutterites have had an uneasy relationship with the performing arts. Tenets of simplicity and 
humility led to a shunning of ostentatious display, particularly in worship. Dancing has been categori- 
cally forbidden, while musical instruments have been viewed as morally questionable at the very best, 
and a Satanic diversion at worst. Despite their high regard for the Bible, Hutterites have ignored the 
unequivocal commands in the book of Psalms (chapter 150) to “praise the Lord” with instruments 
such as the harp, psaltery, drum, trumpet, lyre, shofar, tambourine, cymbal, and tuba. 

However, almost all Anabaptist groups do maintain a strong tradition of congregational hymn- 
singing. For Hutterites, hymns have been an important manifestation of their faith since the begin- 
ning. Their historical chronicle includes many accounts similar to the following, which describes 
several martyrs brought to the stake to be burned for their Anabaptist heresy: “They sang joyfully, 
their voices ringing out as if they were going to meet the bridegroom at a wedding” (Hutterian Breth- 
ren, 2003: 222). Many hymns written by early Hutterites, including some who were martyred, have 
been preserved and passed down to this day as Vdterlieder or “songs of the fathers”. Their texts are 
now collected in a massive hymnal called Die Lieder der Hutterischen Briider, or “The Songs of the 
Hutterian Brethren” (Janzen, 2002). 

Hutterites sing these songs, as well as many newer hymns, daily in their worship services. The 
sheer frequency of this activity makes Hutterites comfortable with their own voices and many are not 
shy about bursting into song without a moment’s notice; additionally, unlike many North Americans, 
Hutterite men do not view singing as primarily a female activity. Congregational singing is typically 
monophonic, in a call-and-response fashion described by scholars such as Nicholas Temperley (Tem- 
perley, 1981: 511-544) and Wesley Berg (Berg, 1996) as “The Old Way of Singing”. In this method, a 
single song leader—often the sole possessor of the hymnbook—intones a line of text on a single note 
or brief formulaic melody; this is called “lining out’. The entire congregation then repeats that text on 
a different, memorized melody, often at an extremely slow pace and with lengthy musical melismas 
on each textual syllable. This process continues with each line of text, with the leader “feeding” the 
words to the congregation, which does not use written lyrics for reference. Since the tunes are not 
notated, they have changed over time to the point where there are serious discrepancies between dif- 
ferent communities. However, researcher Helen Martens (Martens, 2002) has discovered significant 
continuities in the tunes as a whole when they are compared with notated sources from the sixteenth 
century (the hymn texts were often set to popular tunes of their day when written). 

Hymn-singing also serves a social function for many Hutterites today. In the past, it was al- 
most the only form of leisure available to families; Michael Holzach describes long evenings in the 
cold Canadian winters spent singing the old martyr songs in large groups (1993). Music is still an 
important leisure activity, but it is often practiced in an “underground” fashion in addition to the 
sort of hymn-singing just described. Despite taboos on musical instruments and secular songs, many 
Hutterite teenagers own a hidden acoustic guitar and know an extensive repertoire of popular songs. 
Particularly in their youth, Hutterites engage in covert musical activities as a form of rebellion against 
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established religious dictates. Such rebellion is expected to end after the young person chooses to join 
the church by becoming baptized, a rite of passage that confirms the individual as a member of the 
Hutterite Church rather than just a person born into a Hutterite community. Responsibilities change, 
and marriage is then permitted (a reason why most young people do not get baptized until they are ina 
serious romantic relationship). Baptism is accompanied by heightened expectations of propriety, and 
singing heartbroken country and western songs to a roomful of adolescents is decidedly unacceptable 
for an upright member of the church. 


Hutterite Choirs 

Although many Hutterite parents wilfully ignore the acts of musical rebellion occurring in their 
own basements, perhaps remembering their own youthful years, it would be incorrect to assume that 
they “approve’’. Ultimately, these actions are viewed as sinful, and participants must repent of them 
upon baptism and promise never to participate in them again. However, alternative activities for youth 
are regarded with more favor. Hutterites began singing in harmony in the late 1970s and early 1980s 
as a result of several influences. Fellow Anabaptists who settled nearby in the American/Canadian 
Midwest had developed strong choral singing traditions of their own in the late 1800s. The Menno- 
nites had traded their “lining out” method of congregational song for hymns and chorales in four-part 
harmony while they still lived in Russia. From Lutheran neighbors, they adopted German-language 
hymns, many of which had been translated from English North American gospel songs. Choir prac- 
tice became an important social event for young people as one of the few situations in which they 
could mix freely with members of the opposite gender without their parents close at hand. When the 
Mennonites moved to North America around the same time as the Hutterites, they brought this new 
choral sound along with them (Berg, 1985). Interactions between Mennonites and Hutterites were not 
uncommon, as the former often served as schoolteachers in Hutterite communities. Some of these 
teachers taught songs to their students for Christmas concerts and other school performances. 

However, the widespread adoption of polyphonic choral singing did not come until the 1970s. 
During this time, the Hutterite Church became linked to another communal Christian society located 
on America’s east coast; this group, called the Bruderhof, had roots in early 20"-century Germany. 
Unlike the Hutterites, they were not opposed to dancing or playing musical instruments (Janzen & 
Stanton, 2010). In the 1970s and 80s, many Hutterites viewed the Bruderhof as a rejuvenating influ- 
ence, and a possible aid in convincing young Hutterites to remain in the community and join the 
church. The Bruderhof life was less stern and serious, and they viewed music as a “joyful expression” 
rather than as a potential force for evil. 

Dancing and instrumental music were still viewed with skepticism by many Hutterite elders, 
but choral music was also a common Bruderhof practice. It was viewed as a wholesome alternative 
to rebellious youthful activities. The songs’ almost exclusively religious texts convinced many Hut- 
terite leaders that part-singing could also be a form of moral instruction for the young. The initial 
impetus came from young people who had participated in exchange trips and visited the Bruderhof 
communities themselves; from here (with the approval of religious leaders) the first choir directors, 
primarily trained music educators, were hired from outside the Hutterite community. Over the years, 
as Hutterites began to attend university to become certified as teachers, some of them began to lead 
choirs themselves. Repertoire was initially borrowed from the Bruderhof (who wrote many of their 
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own arrangements), but extended later to other hymns and religious songs. Hutterite choirs frequently 
perform the music of Butch Wipf, a very prolific composer from a Hutterite community in central 
Canada, but other than this, most repertoire comes from outside sources, especially various hymn- 
books. Numerous communities now have several choirs, and while they do not exclude older, married 
members, these individuals are often too busy to commit to regular attendance. Thus, choir singing 
remains primarily a youthful activity. Many choirs have also recorded albums, which now pervade 
the Hutterite landscape. 

These reasons partially explain why Hutterites sing choral music, but what might justify their 
inclusion in a conference devoted to traditional polyphony? I earlier claimed that the individual Hut- 
terite is socialized well to be a potential homo polyphonicus, as Zemtsovsky describes (2002). In- 
deed, in my excursions among Hutterite friends, music often comes up and individuals frequently 
extemporize their own harmonies to familiar and less-familiar melodies. Like the homo polyphonicus, 
harmonizing comes naturally to these individuals due to long experience (many of them are young 
people, and would have grown up with choirs, unlike their parents). But more importantly, the choral 
experience resonates in powerful metaphorical and actual ways with Hutterite religious doctrine and 
daily practice, making Hutterites natural group singers. 

First of all, the choir metaphorically enacts a powerful religious ideal (in Persian semiotic terms, 
this metaphorical resemblance indicates an iconic relationship between the choir and the religious 
ideal: one of similarity). The choir, particularly in performance, is subject to the will and direction of 
the conductor. In religious life, the Anabaptist concept of Gelassenheit commands surrender to divine 
will and the setting aside of personal agency; submission before God is another possible translation. 
This is why adult baptism is prized so among Hutterites and other Anabaptists: it symbolizes salva- 
tion as a conscious decision, a deliberate surrender of personal will to the dictates of the community, 
unlike infant baptism which involves no choice on the part of the baptized. Singing in the choir enacts 
Gelassenheit, with the director as a metaphorical representation of God. But it also metaphorically 
summons the image of the ideal Hutterite communal society, wherein each person has a humble but 
important role to play and success requires the committed participation of all. The choir derives its 
strength from a combination of individual voices, but loses effectiveness when singers are not unified 
enough, prioritizing self-aggrandizement over vocal blend. Conversations with Hutterite choir direc- 
tors reinforce the metaphorical power of the choir-as-community. Some of my research participants 
go even further, noting that singing in a choir is itself an act of unity, and thus has the ability to model 
directly the kind of skills needed for successful participation as a church member (this was a main 
theme in my thesis — Knight, 2011). 

Further, performing with a choir is similar enough to other Hutterite experiences that it can 
reawaken emotions associated with these other experiences. In addition to iconic signs (of resem- 
blance), Charles Sanders Peirce describes indexical signs of association. Thomas Turino applies this 
concept to music, explaining how musical pieces or types of musical experiences can have strong 
emotional associations due to individual memories (Turino, 1999). Singing a particular piece of music 
in a choir, then, could bring an onrush of emotions relating to romance, for example, given hours of 
rehearsing that musical piece while peeking at a special someone five seats down the row. It could 
also inspire feelings of joy, boredom, ecstasy, disappointment, or any number of other emotions 
dependent on past experience. For a Hutterite, additionally, the (iconic) resemblance that singing in 
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a choir shares with another common group activity — congregational singing — allows it to summon 
the (indexically) associated emotions of the worship service. Thus, a choral performance can lead to 
reflections on the sacred or even to a consideration of the stories of martyrdom in the Vdterlieder, 
regardless of to what the actual text sung in the moment refers. Further, all of the emotions connected 
with any past performance of the same piece, or any past experience in some way connected to the 
piece, can potentially be triggered by its performance (or rehearsal). Musical activity is thus filled 
with the potential for meaning in the minds of its performers and audiences. 


Conclusion 

Hutterite choral singing is not in itself sonically unique or “ancient”, although it is widespread 
enough to qualify as a new tradition “of the folk’’, instituted at the grassroots level without institu- 
tional prompting. However, the Hutterite habitus and social setting, including religious doctrines, 
socialization, and everyday practices, give them a natural (if not quite genetic) predisposition for con- 
certed musical effort that is rarely found to this degree in North America. For Hutterites, as for many 
in “traditional” societies, music requires participation, not passive involvement as an audience mem- 
ber. Musical polyphony is thus likely to reinforce their communal social ideal for decades to come. 
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gj69do. 3d gqmbob Lodeqmpsob Agemeagdo 39 33qqC~ abAebs3049H AMMdI {Eds ToH- 
9012, 3003,98086, mde~qd0(3 MaMJerls 09386898 L635 Cos dHad0b (L386-4H, ssw, JoMoenr- 
396 9H, sSPImbsz~qm LofsMmgqererb Inob) IsHGoZ0 Es Hoy{~o sebsardob Iqbogs@yAo Jbeor- 
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300 (dsmMsd9, 1987: 70-76; Xbb ge~mad9, 1978: 33; gosysbod9, 1990: 83-87). AgLbEgnob 
AbAMMaN{MO Ierg~M|b_d0b gsmg{s~mobFobzd0m TDgademgds Zog9Ms VME, Gmd 39M%33Z77qGr gJGosby 
SOLZQMO JoHo mo Iqbozm jm obMMgbxd0b bsgMmer 3M06(30387d0 bb6zI9e5b639 3-4nbgdo Ms- 
304 9d-3Hs0 g5630MIMES, Igbb mda 30 09 Bod_dIGdO ,,eE53MbbIMZ@s", MemIE~H7d9I(3_,,JoMorj~ro 
33920 Aqdma 306s bb. 

8 3Jobob A7r~mmeEn39do, 049379 OMgMH(3 Logsmsbbe 446396do, Zac~emyO Fymdobs ~wo 
Lb3o AqboZomMq{G 3966 Ged09H7d98d0, Csg{0Gy9djero IGsZ9~Mbdos6edob s6oMQ3@0(3 Bgodengds 
SdMZ030N6OM. JMor{~ Lobodm_Mer Yom 3mmMdo 30, gv6gomsMgd0b embobl gs6bsbm3@obsb, 
BIQZOL GomeE7drdyb gbbszjnGQdqjero d6odZbj~meds gbakqds (gsMsys6odq, 1990: 83). sdogerd, 
gobye@o boygq6ob 60-s6o GFeogdo@s6 Imyoeoqdjemoa, 38 97G036 dsEMSd9 LogJb3ge0(30- d-yJoo- 
d0b EHML gymrdmegabje gd9dEd bsbgsesb-jym~ Jmb439db, GmIm|dbs, 9% 3093 obboge@om 
I7’6gmdo IHs30e~bdosbo A7LMAmgd0b FBMseEo Goo. bodgwbogMmeE, Js6 dosg6 bam bombs — 
62-103 Frosdeg sbogob InbyayQgdb, dogboGmgoMby EssyoJboMs domo bsy7dH9d0 ws bd9ddo 
Bsdeqmo (IseMsd7, 1987: 83). 3d IsdQrmodgo~mnHo MgsGeoom 49(3609Hds 30093 gHOO ~wod- 
LoyMeqbo 9330835 IgLE AMO Lodmgmob IMs30~bdosbrdob sews j60b bsJdgdo. 

55393930036 Igbb IMG 2534 3q~mgdqm~s LAgZOMO, Lo~sd-qjho, gq7EsbG30%0 (OrQ~-ydo), 
393820, KAMLS, CAO]ZO0, 50M, EEOMO (CsSqEra), Lobo, MsG0. mee s|HaMETO J7ZdIegZ0~e5 
oJogZ7e@modo Logerg7MMsME 393H(3969d3EPO Q9MIMbo Cs 863d9~mMM3Z7 Jemgd(hOmb-yemo ob- 
4GH79968)qd0. 

839930309, AVbE AHO IyboZIe~ WHO Cosmas JoMoqmo Agbogsmy_Ho HoO~mgermMob 
JOn-JHH MMasbyom go6HdGegdsb GFoMImrseaj6b, Medgqmdsy gobqjdIgrMqdg~mo bod~om, bo- 
3003 dolbagob wsdsbsbosmgdqer0 bods6-MgZ0b9dgb0M9 ws avbbogqnMyZdqjmo Gmmon ~woh- 
Lajema seEQ0MO 309330EMS A3760 hob MZoMdYmoRse@ 3°44 8)3Osdo. 
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VICTORIA SAMSONADZE 
(GEORGIA) 


GENRE PECULIARITIES OF THE MESKHETIAN MUSICAL DIALECT 


One of the branches of the multifarious and rich Georgian musical folklore is the Meskhetian 
dialect. Meskheti is the southern part of East Georgia. It has preserved traces of the creative thinking 
of the most ancient period in our country’s history. Despite the prominence that this province occu- 
pied in Georgia during the Georgian “Golden Age” (10" to 12" centuries), in the modern performing 
art of folk music listeners come across Meskhetian specimens very rarely. 

It was the rare performance of these specimens and the paucity of scholarly material in well- 
known fieldworks that aroused my interest in this dialect. The first stimulus was the fieldwork to 
Akhaltsikhe organized by us, the students; and the new material obtained by the resulting fieldworks 
and the study and analysis of the old, unpublished sound recordings gave me grounds to carry out 
more thorough research. Therefore it is my wish to acquaint the public with the different versions 
of the already well-known specimens and completely unknown ones. Sharing the opinions of my 
predecessors I would like to make new observations and map out new directions in the study of this 
province. 

Until then allow me to present a short excursion into the ethnomusicological research on 
Meskheti, which was conducted over a period in the 1930s. The first fieldwork in the year 1930 was 
headed by the composer Shalva Mshvelidze. According to information provided by the members of 
the team, due to the fact that the Meskhetians had forgotten the national musical traditions, they did 
not remember Georgian songs well and found it difficult to perform them. 

The head of the 1949 fieldwork team was Grigol Chkhikvadze, an ethnomusicologist. Of the ob- 
tained fieldwork material six old Meskhetian songs were put down in musical notation and put togeth- 
er in a collection — all of them monophonic (Ckhkikvadze, 1960: 426-436). Beginning from the 1960s 
many specimens of Meskhetian songs were found thanks to numerous fieldworks and the devoted and 
selfless work of the ethnomusicologist and composer Valerian Maghradze (Maghradze, 1987). Sho- 
ta Altunashvili, a musician of local origins, supported Maghradze in his bid to save Meskhetian songs. 

It should be noted that both of them came from Meskheti and together with the fieldwork jour- 
nals they left many songs (turned later into polyphonic versions by them) to future generations. These 
songs are used widely by modern performers of Meskhetian songs. 

Subsequently some local fieldworks were organized to this province by the Georgian ethnomu- 
sicologists of the following generation, among them there being: Joseph Jordania, Natalia Zumbadze, 
Tinatin Zhvania, Ketevan Matiashvili, Baia Zhuzhunadze, the author of this paper, and many others. 

So what did the Meskhetian musical tradition, whose roots reach deep into history, tell us? They 
can be compared with the ruins of the past, of which only some fragments have survived, and the 
surviving fragments are transformed to such an extent that it needs keen observation to notice the 
Georgian trace in them. In such conditions it is more difficult to trace the Meskhetian traits per se. 

Therefore I am trying to bring forward the common Georgian elements present in the available 
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material; this may be achieved by determining the links with ethnography, mainly with the old rituals. 
Musically this may be achieved by comparing them with other musical dialects and indicating their 
common parameters. 

I think that this time it would be preferable to dwell on the issues which in the general context 
of folklore will strengthen the focus on the musical art of Meskheti. In my opinion in this case the 
fundamental function belongs to the genre which means close links with the ethnocultural peculiari- 
ties, devotional rituals. The genre music of Meskheti is quite multifarious, including labour, wedding, 
round-dance, drinking, exultation, calendar, cradle, curing, governing the weather, childbirth, ritual 
and epic songs, ballads (heroic, historical), dirges (mourning, remembering), also lyrical-love songs 
and others. It should be added that people often use the name of this or that genre as the name of 
the song, e.g. Gutnuri (ploughman’s song), Kalouri (sung on the thrashing floor), Supruli (drinking 
song), Mtsqemsuri (herdsman’s song) and so on. 

According to their number, importance and pronounced national features, Maghradze divides 
these genres into four main groups: drinking, wedding, round-dance and labour songs (Maghradze, 
1987: 13). 

Some specimens can be combined into one genre, though one and the same specimen may 
belong to two or even to three genres simultaneously — taking into consideration their historical pre- 
conditions, their place in everyday life, musical and verbal content and the form of their performance. 
For instance the song Tsin supra (At the table, audio ex. 1), according to all the above parameters, 
is a specimen of the drinking song genre, but Okromchedelo (Goldsmith, audio ex. 2), which is one 
of the significant parts of the spring cycle, bears the features of several genres at the same time: both 
by its function and historical provenance it belongs to the devotional genre; the content of the text 
(enumeration of the agricultural instruments) links it to the agricultural genre, but by the form of its 
performance and musical content it is a typical round-dance song. 

Scholars associate this specimen with “the metal-working epoch” and study it “combined with 
the phenomena containing the deepest archaic elements” (Soselia, 1972: 100), where the blacksmith 
is exalted to the status of the goldsmith, as the works of this person, who had a special status, were 
considered to be a guarantee of abundance and wealth. The themes associated with blacksmithing and 
very often attested in the folklore, in the legends in certain provinces of Georgia, but of all the musi- 
cal specimens only it does show parallels with the Gurian song Mtchedelo (Blacksmith) according to 
the provenance of its contents. But from a musical viewpoint it may be compared with the specimens 
of various provinces, containing archaic elements, features widespread in Georgia: the form of the 
responsive performance of the soloist and the choir, the downward gliding of the melody towards the 
basic tone, inclination to a minor key, emphasizing the tonic sound at the end of the phrase, triple 
pulsation with the gentle syncope and the narrow range assign it to the songs containing the so-called 
Tavnana (lullaby) — type intonation Apart from that the frequent rotation of the small-volume melodic 
phrase groups unites it together with the round-dances with the archaic mode, especially with those 
of the highland provinces. 

Singing was an indispensable companion of agricultural work. In Meskheti they have survived 
as songs sung by one soloist only: Orovela (or: Horovela, a ploughman’s or an bull-cart-driver’s 
song), Gutnuri (ploughman’s song), Kalouri (sung on the trashing-floor), Urmuli (a bull-cart-driv- 
er’s song); another song of this group, namely a Meskhetian song Ji/ghuri, which, like Gutnuri, also 
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stems from the name of an agricultural instrument, should be mentioned specially. The songs men- 
tioned above themselves refer to their belonging to this or that genre. They are quite often used as the 
title of the specimen with the initial phrase or without it. For instance Orovela, orshabatobit ashenda 
(Was built on Mondays), Kali tiroda Kartveli (A Georgian woman was crying), Kalo, sheni kalamani 
(O, lady, your footwear), Urmuli (Bull-cart-driver’s song), Nikoram utkhra Laghasa (Nikora told 
Lagha — Nikora, Lagha are names of oxen), Gutnuri — Gutano, sheni chirime, Kalouri— Orovel, modi 
kalosa and so on. 

These songs are sung in different variants and also with different, mostly very ancient texts (see 
the APPENDIX). From the musical viewpoint the melodies of Meskhetian labour songs resemble the 
Kartl-Kakhetian variants of the same genre through their melismatic ornamentation, improvisation, 
the free meter-rhythm, the wide range, the basic sound, drawn out at the end of the phrase and other 
features, but they lag behind them in their development (audio ex. 3). Some are reminiscent of dirges 
analogous to the Mtibluri (Haymakers’ songs) of the highlands of eastern Georgia (audio ex. 4). 

Collective forms of mutual assistance have been popular with Georgians since the olden days. 
There were many rituals associated with this tradition. Many songs, indicating the process, have 
survived in different provinces of Georgia, and four-part Atcharian and Gurian Naduri (collective 
harvest songs) have been acknowledged to be the crown of Georgian polyphony. Unfortunately, la- 
bour songs are not attested in Meskheti, though it may be presumed that they may have been present 
in the past, because in ethnographic sources there are many references to various kinds of collective 
work. For instance in Meskheti special collective associations to work on a big plough were called 
modgami. It was a very interesting close-knit organism, which, apart from the remuneration given to 
the members of the group, according to their individual contribution, also helped the needy families 
free of charge, or to express it in a modern language they performed an act of charity. 

Another important genre is drinking songs, sung at supra (lit.: table cloth). 

The same as in today’s Georgia feasts and wine were indivisible. In the past, too, feasting tradi- 
tions without close links with viticulture could not be imagined. In Meskheti the presence of the an- 
cient species of Georgian grape-vine have been well attested. Even today there are remnants of unique 
vineyards arranged in terraces, and there are also utility chambers carved out of rock. 

The greater part of Meskhetian musical folklore that has survived until modern times, con- 
sists of drinking songs, which are divided into groups according to what time, or at which stage of 
the feast they are to be performed: at the beginning the so-called Samkhiarulo simgherebi (songs 
of merry-making), Supris gakhsnis simgherebi (songs opening the party), in the middle Suprulebi, 
drinking songs proper and finally Shemodzakhili (special songs at the end of the party). A musical 
analysis of the songs of this genre manifests numerous parallels with the material of other dialects, 
which, factually, are indicated by all the authors, when studying this province, and in order to make 
it more explicit to some amateurs, quoting the names of some songs would be sufficient, Mraval- 
zhamier (Live a long life), Samadlobeli (thanking song), Maspidzelsa mkhiarulsa (Our merry host), 
Tsasvla sjobs dsarmavalisa (song of leaving guests), Shemodzakhili. Though there are some solely 
Meskhetian songs: Gegutisa mindorzeda (in the Geguti field), Mtredma tavis simartlita (The dove 
with its truth, audio ex. 5), Tsin supra (at the table) and so on, which also stemmed from the common 
Georgian root and are based on general Georgian laws and customs (Maghradze, 1987: 88). Herewith 
the provenance of some specimens is associated with the remote past. For instance Shota Lomsadze, 
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a historian, a native of this province, dates the song Gegutisa minordzeda to a period not later than 
the eighth-ninth centuries A.D, and he associates the song Mtredma tavis simartlita with the early 
Christian period (Lomsadze, 1997: 128). 

The musical traditions of weddings are also linked with the customs and traditions of parties, for, 
as it is usually known, in Georgian reality, there is no wedding without a traditional feast. Accord- 
ingly, factually, each specimen of the feast genre is a constituent part of the wedding genre as well. 
But in the Meskhetian musical dialect there are songs sung at wedding feasts specially. Apart from 
the songs mentioned above, the songs Otkhi tsgaro dis (Four springs are flowing), Gana chvengnita 
(On our part), Madlobeli vart (We are grateful), Mimino mqavda (I had a hawk), Skhvisi gvegona (We 
thought it was someone else’s), another variant of Chveni gvegona (We thought it was ours), Mivel 
da vnakhe (I got there and saw), Harli harali (nonsense syllables), which according to their musical 
material can be considered to be the stanzas of a single song, each of them performed at different 
moments of the feast, following a suitable toast and observing traditional rules. Besides that there are 
some of the Magruli (Best men’s song) group: Tsadi, ghmertma gagimarjos (Go, may God help you), 
which was sung when the bride was leaving her house, Movdivart, mogvikharia (We are coming and 
are very happy) — performed on the way to the bridegroom’s house, Nepeo, shensa gvirgvinsa (Bride- 
groom, may your crown...), Mindor-mindor (In the fields) and others, which are also connected with 
different moments of the wedding feast. 

The most cheerful at the wedding ceremony was Munjuri tsekva (Dumb dance), or Atosa 
(Turkish name Laloini), performed when seeing off the bride to the groom’s house. The participants 
in the process were to perform some funny actions as orderd by their leader; those who disobeyed 
were beaten with a whip, a belt or a stick. There are elements which demand men’s undressing down 
to the waist and carrying children on their backs. This entertaining merry-making, according to the 
manner of its performance is reminiscent of Ratchian Tsinamdzghola (Aragqishvili, 1950) also the 
Atcharian dance Bari, Ohoi nano (Tataradze, 2010: 170), and the Lazian Vahahai nano, in their 
turn the above-mentioned dances bring up an association with the ancient Svanian rituals Melia 
telepia and Andrekila connected with the cult of fertility. Munjuri tsekva has come down to this 
day with a musical accompaniment, with the zurna (shawn, an oriental musical wind instrument), 
duduki (duduk, a sort of clarinet) that have become popular in Meskheti lately, and according to some 
information — with the bagpipe and the tambourine. 

A very interesting specimen of the wedding genre is Shvidi tsqvili perkhuli (Seven-pair round 
dance), which, though now performed with an instrumental accompaniment, proceeding from its 
name, also refers to the roots going deep into the people’s art: the round dance per se, as a genre, by its 
history and provenance indicates the syncretic unity of three layers: movement, music and word, i.e. 
moving the legs in keeping with the rhythm of the music. Shvidi tsqvili perkhuli is also interesting due 
to the fact that it is saturated with ritual elements and has digital symbolism: including the groom and 
the bride, seven family couples, devoted to their marriage, after making seven rounds of a circle, the 
round-dance “opens” and they all start dancing and merry-making joined by other participants in the 
wedding party. According to various data, this round dance was performed either at the time when the 
bride was leaving for her husband’s house, when entering his house or at the end of the wedding party. 

The Meskhetians’ special attitude to the figures must refer to their sacred significance. This is 
expressed both by the rituals and the texts of the songs and the names of the specimens. For instance 
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performing drinking songs in three parts, the three-tiered round-dance Samqrelo, the drinking songs 
Otkhi tsqaro dis, (Seven-couple round-dance) and so on. 

Let me return to the round-dance genre which bears information about the remote cultural world 
viewpoint; as a rule it clearly reveals its links with ritual sources. In this connection in the Meskhetian 
musical dialect there are many other specimens apart from the labour and wedding round-dances. 
Among them there are such specimens in which terms indicating the rule of their performing or their 
characteristic features are present: Dzimuri or Mdzimuri, (audio ex. 7) Tskvituri (to be performed at a 
fast tempo, lively), Asagoliebeli (lit., to follow , supposedly it refers to the leg movement in keeping 
with the rhythm of the song). There are cases when these terms correspond to the name of the speci- 
men. Most of the round-dance songs begin with the introduction of Dideba (Exultation), which is 
followed by the round-dance part. 

Of the surviving ritual songs that are performed live, the most significant are: the childbirth 
round-dance song Mze shina, (audio ex. 8) Mamli mukhasa, (audio ex. 9) the most ancient ritual song 
dedicated to the cult of the oak, the three-tiered round-dance song Samgrelo, (audio ex. 10) Vardzi- 
oba-dziobasa (Vardzia — famous medieval citadel carved in the mountain), and the song Tchona, 
(audio ex. 11) connected with the Easter ritual and many others. 

The ritual of ruling the weather is also based on sources dating back to the remote past.This 
ritual, having different names, is spread throughout many provinces: Elioba, Lazaroba, and Gon- 
jaoba. An indispensable component of this ritual is a song corresponding to the round-dance mode. 
In Meskheti, apart from the interesting legends associated with ruling the weather, the ritual proper, 
which has come down to this day, is also attested and is called Didebaze davla (procession for the 
ritual glory). The most noteworthy for me is the fact that during this ritual the song Lazare (audio ex. 
12) was also sung, its musical language, like those mentioned above, being purely Georgian. Meskhe- 
tians used to go from door to door at the Tchona ritual, whose several singing variants have survived. 

A typical specimen of the round-dance mode is Shaviego; Shavlego, a Georgian man of valour 
who has become a symbol of chivalry, courage, fortitude, is the hero of the song in different provinces 
of Georgia (Kartli, Kakheti, Meskheti, Lazeti). The round-dance song Avtandil gadinadira (Avtandil 
was hunting, audio ex. 13) also manifests affinity with other dialects and its Meskhetian specimens 
are represented in multifarious variants. 

The provenance of this round-dance is associated with the main character of the poem Vepkh- 
istqaosani (A Knight in the Panther’s Skin), by Shota Rustaveli, a poet of world-wide significance. 
It is to Meskheti that Shota Rustaveli, the author of this brilliant monument of Georgian literature, 
one of the trademarks of the cultural heritage of our country, traces his roots back to. Therefore it is 
no wonder that the sound recordings of the fieldworks include folk-song performers’ reciting from 
memory or singing lengthy passages from Vepkhistqaosani. 

It should be noted that in Meskheti cases where folk performers would recite the text of the poem 
“drily” were very rare. As a rule they sing it. Such indivisibility is more evidence of how strong the 
deep-rooted code of syncretic thinking is in people’s mentality. 

There are many specimens of the epic genre in the Meskhetian dialect: there are the songs about 
Shota Rustaveli, Queen Tamar, King Erekle, various heroes of their native province and so on; as for 
the specimens of the ballad type, they are usually about concrete heroes or historical events. 

From the musical viewpoint the epic songs and ballads have common features: each specimen is 
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based on the frequently reiterated root intonation, which follows the verbal text. Thus, a certain chain 
form consisting of many links, is created: it is singing and reciting spread out in time. 

As is well known the Akvnis nana (cradle lullabies) performed at the child’s bedside, and Ja- 
vnana (lullaby) sung during times of infectious diseases, are considered to be the oldest genres of 
people’s art. In the Meskhetian material the specimens of both genres are attested, among them being 
different variants of Nana (lullaby), meant to put the child to sleep. They concern both the recordings 
of the musical material and the verbal text (audio ex. 14). 

The Meskhetian songs akvnis nana and iavnana are vivid examples of how viable the Georgian 
musical gene is, even when present in a single, small intonational nucleus, and how, passing through 
the millennia, it nurtures numerous songs, genres and dialects by its energy. 

In the Meskhetian dialect the iavnana melody is distinguished not only in the specimens of the 
same genre, but it also functions as a leading element of the intonational space of other genres, if we 
may say so as a building material. One of its specimens I have touched upon above, in connection with 
the song Okromchedelo (goldsmith). 

The melodic-intonational sphere of the Meskhetian music, as it seems, bears very interesting 
information, and an in-depth study of this issue will bring forward many significant aspects in deter- 
mining the historical stages of common Georgian musical thinking. The melodies of the songs of this 
province are presented in definite intonational formulae, which seem to be dispersed in the simple 
and complex musical texture of other dialects (Svanian, Acharian, Kartlian-Kakhetian, and of the 
east Georgian highlands) (Maghradze, 1987: 70-76; Chokhonelidze, 1978: 33; Garaqanidze, 1990: 
83:87). Taking into account the historical events of Meskheti it may be conjectured that at a certain 
stage the general principles of Georgian musical thinking took an original path of evolution in differ- 
ent provinces of Georgia. But in Meskheti they were preserved in the specimens, which have retained 
the Georgian trace. 

We can even detect the reflection of forgotten polyphony in the melodics, cadential spinning and 
other musical elements. In the Georgian singing tradition, when defining the level of the development 
the number of voices plays a special role (Garaqanidze, 1990: 83). Therefore, beginning from the 
1960s, during his fieldwork Valerian Maghradze was diligently looking for people, well advanced 
in years, who still remembered the multi-part singing traditions in Meskheti. Thankfully, he did find 
such people, from the ages of 62 to 103. He recorded their conversations and the multi-part perfor- 
mance of songs (Maghradze, 1987: 83). His patriotic deed has left us yet another basis for restoring 
Meskhetian polyphony. 

Of the musical instruments in Meskheti the most widespread are the fife, the pipe, the bag-pipes 
(tulumi), kavali, zurna (shawn, oriental wind musical instrument), duduki (duduk), the tambourine, 
the doli (the drum, dauli), the sazi, and the tari (oriental stringed instruments). Lately the accordion, 
popular in Georgia, and electronic instruments have been introduced. 

So the Meskhetian musical dialect is one of the organic branches of Georgian musical folklore, 
which has occupied a significant place in the original culture of our nation by its unique charm and its 
special characteristic features. 


366 — Victoria Samsonadze 
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Audio examples 


Audio example 1. Tsin supra. performer Maro Zhuzhnadze, village of Muskhi, 1999. From V. Samsonadze’s 


personal archive. 


Audio example 2. Okromchedelo. performer Maro Zhuzhnadze, village of Muskhi, 1999. From V. Samsonadze’s 


personal archive. 


Audio example 3. Orovela-gutnuri (kharma tkva pirma natelman). unknown performer, recorded in the 1950s- 
1960s. V. Maghradze’s audio archive. 


Audio example 4. Santlis gutans avasheneb. unknown performer, recorded in the 1950s-1960s. V. Maghradze’s 
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audio archive. 


Audio example 5. Mtredma tavis siamita. performer Archil Vebsadze, Akhalkalaki, , recorded in the 1950s- 
1960s. V. Maghradze’s audio archive. 


Audio example 6. Otkhi tsgaro dis. performer Maro Zhuzhnadze, village of Muskhi, 1999. From V. Samsonadze’s 


personal archive. 


Audio example 7. Dzimuri. performer Maro Zhuzhnadze, village of Muskhi, 1999. From V. Samsonadze’s per- 


sonal archive. 
Audio example 8. Mze shina. unknown performer, recorded in the 1950s-1960s. V. Maghradze’s audio archive. 


Audio example 9. Mamli mukhasa. unknown performer, recorded in the 1950s-1960s. V. Maghradze’s audio 


archive. 
Audio example 10. Samgrelo. ensemble “Meskheti”, directed by Zaza Tamarshvili. 
Audio example 11. Chona. unknown performer, recorded in the 1950s-1960s. V. Maghradze’s audio archive. 


Audio example 12. Lazare. performer Maro Zhuzhnadze, village of Muskhi, 1999. From V. Samsonadze’s per- 


sonal archive. 
Audio example 13. Avtandil gadinadira. ensemble “Meskheti”, directed by Zaza Tamarshvili. 


Audio example 14. Javnana. performer Maro Zhuzhnadze, village of Muskhi, 1999. From V. Samsonadze’s 


personal archive. 


Translated by Lia Gabechava 
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20638940 BIVBLMGIND IILOGOL JBdI3ILILN b98M3S560 
BSESVIMIAN LS INDEMDIIDLOGMLMBIBOL S6SLO SNIMBIEION 


sqeombsbs gM Qd0b sbser 39d-(39d9do ,,d9Mmoabob g3mbmgHsd9M%Jo3do Z0~ob cm0~~M39390%] 
53} GO*PHE {EOeMhgqmob wmoh37%o fsbsFq%7d0 (1908-1909), A396 Bgadeoqds Imgob- 
dobro m0G3qHo LodmgHob <qdgqe~mgbo gormgdo. 39 fsb g%9ddo g3g9emob] goboe(39%0 sedmhy- 
bss Msdegbad] Sq{QMEMb yr Lodmgme, AsGFqMo~ma bsdbH 7M smdobs3erqn mo3edo, d730900 
(Dziikija). ePmg_z.6eErsdeg amge~pdmos, 4d sd AQZ,0mbolboZ0b Imbmreos ogo Bo3yG0 (dog. 1, 
sqeomdss. 1). 

Jb deobsbM7d9 sHsgMaby~ ayer g9donJdjemo Lobymas6ofajyomo moh37mo gnberd-qbo3er- 
Mogob aseE3qas AyMmombosgbs CEs dobo Ls jeEgbBob, IyzoqMo Lodeqmob Lsqy3osc~rob sob, 
RA_ogZ00G9 Agsgogbjzs0Ggb (Genovaité Cetkauskaité), 4939 sbomastOes mosmdolb dngeo 
0,0 933m g3M 9006 dogh. ,,dj30q%0 Lodmgms GsMdersw@a76b Body Imbmeosb; dobo g9630- 
SMHS Log abgqdob As6do~mb) 93-4dbgd9 cmabgsM-yEedob, Lsesy, weedoboM7db Age~meEojHo 
jeg dg6 Ho. [...] Agbsdergdgqemos, Med Agrmmeaqmodob sano sdbowjsq7Memrds eowo bool dsb- 
dot) bge~b Qdmoes smmogmbool A7eb3~ob, Gemdqeobs(3 dy 3056 GQ,0mb6d0 XX by3~- 
Gob wesbsfyobsdw] Bs~@se 9% gsderg3~Q605 ms30% (Ciurlionyté, 1969: 291). ,,bedb%Qm 
SEdLIZ~MIM SG QoMbQd0b QIMsZ~gbrdsdo HZsGame sHob 3934 3g~mgdyer0 d3Zq9~mo Imberwos, 
Gerd ge~0(3 Lorg76g980b Asbdo~m By) Hsdemgysmodjdqjem PBMseooyj~ dIsbsbosgdge~gob obsbs3b~ 
(Ciurlionyté, 1969: 292). ,bodbGqm-sMdmbsgemgo cma(3vdo, Grdmob (396HMse-7H bGsGoerls 
394303 49305, doMonsese Imbmea Aha (Ambmyx3mboyMo) Lowa sHob gs3%3gmgdyeo, Grdmoals 
80938 HZObAb0b qjbolbmbdo Lodmgms GFoMdmseag6b, dIsdobsy yo, Oy ZOergdGoqmse Loyw- 
989. Lodeqmal sbama Lomo sZob-j3o~@o 003HM3Z0%s300b Lod-qjsegdob oderg39, 99%Mer9- 
Sb AQ~mmedals hsMherg7db Cs sersdsb7db Aol IqmobIGd0m, agedgemgmo ws CEsdbdIsM] da9MJd0b 
asderyqbgd0m* (Cetkauskaité, 2007: 24). mgo.embstaobo, Gd moG37% bsrb AM I-ybo30d0 
Imbogebos dqzojHo Lodm_gMpdolbogabss wsdsbsbosg7djer0, EsosbsQMQdqm~mos IyboZ0b 96(303- 
cos jeosdo(3 (Ambrazevicius, Kalavinskaité, 2003: 470) (dog. 2, sjwomdsg. 2). 

spbGQq 6930969, gMo-gMno bL7bAdjmo gsd-M(3Qdob MGgQeEsAmMHo, MGMIgmIs(3 sbersbobb 
(2005) 1935-1941 GG. booMfoge AsbsFgMmQd0b gmegdyjo9 GoMdese3069, 96939 dooh6g3b deyzosb 
H9Q0M6b drbmeEcab 4336e: ,,d-303b Lobodmqme Loma ayo ImbmeEas. daZ0qGO Ig~meogdo 
39900M4939 LOAmymgoma mMobpIMAmo gsd~rdbsb37~mmd0m, L3oMsemjHo IAq~mmeojmo boston, 
3002-9d0b  dMHI390739MMZ69d0M5 Cd JQmobIQd0M. AofgHamo IAgmmeagdo sesbsqMmIdb Iober- 
207340 LoIM_Mab LoGZmybrobjbsMosbrdsb: bodM_H97d0 LH {MEZdMES ImbmMeEajMse@, Jdsdobs(3 
39 M4 D3 {HM AZBO Imd—q_Msmo obMyemgd~ws. doghHod 9-20 Loygqbol Aas Feogdagosb 
BOse0(3043@0 IerbmeEds Hmomfdolb goJHo; Eg’ 03037 Ige~mmeEag db BDL j~gzdmgdab Cow~a Ms- 
ME76Hd3 Ign] bdol Msbbeogdon Iegmob (Nakiené and Zarskiené, 2005: 24). 


IMCGOM, Ld37IMAbEIH Sberobsb gsdemJaqq6gdyeo <qdZqergb AobsFgMqdb. d6odZ6q0e~m39bo9, 
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49 BMseay3oqemo bodmgMs g9dd9mo0 HsbbeEgdon Aqzosb MAQZombob Msd@g60dq Lbere3g¢r'dos 
RsGgqmogmo. TDgademgds gZ039Ms7EMM, Md 3d Hosob bodmgms J7dob373,0mmdss AmIM_Ms~rors 
(262397829 KBB’ IbG0ES6. bs0eE36 sedmh6eb76 abobo dazosb M7g,0mb6G0? Gmgm sobl67ds 
39d9869d-3er0 Imbmeweoob MQ0Mbdo SQMEMb Amo Lodeqmal sObzdqje~mo hobsGgMgJb0, Medeng- 
8073 99-20 Loygzq6ob wsbsFygobdos gs39gdyero0? 

GobsdeqdsMq gsdebgers Dqdega 34386964 obsbo3b dobbse: 1) moGgob bsdIbmQn00 — 
dj305b GQZ0M6do VMeEMbyero Lodegmal sabodmdob B7bsdergqdeomdob A7bGo3e@sb; 2) Logomb- 
Ob edsg76qdob AgzZ03b BGZZEO7j7@MOL (4AM BbGoe yo 30306) segdob bodegmydsob gmber- 
3909 bob Aqbob9. 


SQMEMbAMO Lodm|_Mab 394390 Es sHbgdmd0b J_7bsd~mgd~mdjds dj3086 M]30m6d0 

Gsbsd dqjZ0b GQ0mbob SQheEmbymo Lodmgmal A7bobyzd godbyxgemgd@g, Iergeg~e doder3- 
obo@ms3 SjQMEMboL sOLL. Ado dobsbo 8H sHob SqQMEMboL LH AmMYyMRa~mo go6bobM3ZMJb9 ~wo 
dobo Loy 3-76-3860 oObAmHoymo gsbgomsMjd0b dDoderboengs. gedeohgbo~ gnbed-qjbo3emerg db 
563905b635339M5E 4430 gvb6bo~mqjmoa sqMembo. IsMBob dsmogmb ggqm3Zb60b yeor3mobIod(33q~o 
63dGmdo dob B7bob9s (Boiko, 2000). 

4303 (brdag~mos, SqHEMbO shal BMIMbaAMO 96 AmbMyAMboAMO 9RgJGob Irby 
Hsbhbergds, LoEs73 39% 36 s3gmMMeEO qVF y3Zgho~@ yoga’ Ingmo 36 Mamfdob dogero sogbob 
ds6dor b>). 3363 J086gG014 dobjeE3Z0M, ,,dqjMEMbO skb-30ME7ds ,,bsMobbob~ (369ssbmI6, Me>- 
I9@073 SOL GMgMH3 36MHImbooL, ab7 AgZ~mmeaol 358)9,0MS"; 34986 gsderdeobsH, ,,0396~d- 
THommgojGo agsmbsbGobon, djeEmbo ImbmRMbosbs Eo 3mM~@ogmbosb BoMobss~ (Eibner, 
1981: 121). geome BWALI@ Od Zsb sbGOM, SHb7ZddL ,,MgZMH%(3 D7eA76o~o Sq_MEMbo, 94939 
sjJMEMbabS (Co Imbea AHO Iabo3ob bsMg30% (Marcel-Dubois, 1973: 13). o593 3-76bAIs 969395 
399d3630EMS _YAMIEONdS SQMEMbOL MMs, -76qd0%]: ,,d-qbog~qjM 8634803900 Ing~o Mago 
3MI70 QHMosheEqQbs: 306 Dgqdmos OJZob, Loe jbeEs gobo Mmm MMas67Ib7 Es Loe gys- 
L9{0EjH Ms6be~r97d086 Imbreosty; gab A7Admos go03~meob 435360 6OZsH0 ImIMAMbosbs ~wo 
SMMagmbosb GmMHob; gob J7Wderos Hg9b CsHGI467d0M, Loe dosgMeE7d9 378)qMMMGIjereds 
es oF ggdo Sm~mroM0Gdos; bse sHob BAbsoe 378 g7OMAmboob ImM~@maRmbosdo gsesb3~ob seo- 
300? 8HS4H O39 393MSE {ROOM IeoeEsHo Ed ImJ6o~mos, 30EM%] HydabdoQMa MAMMOAmO bAgds~ 
(Kunst, 1950: 47). 

Iersboea (a sBqd0 GsMmMse 443969db, G-Md SQMHEMbO E83 IMbMEODs bs3dsME sberebos 
9OI869nI6, BIOM8E 30 WHoaqMMdqds3b9d9e~ Q_bMd7bL FoMdes@39696. sky Ged, ,,dmbmeoab 
$3386do% — LsdbAQM sederbs3egn wmo39do sbersbs6 s@drhabo~o SqMEmbyj~o bodegm%s b-y- 
M3 96 SH0b b3330%3qMo. Ob sHab 02039 dqjZ073H0 IQMmeas, SsTMEMbA~ro Hsbbergdom. ds- 
3.59 M380 34 sHab sbamo Asascamgdab seEM]Amo hsbsFgMQ0? Ms8od 36 sob dobod67d3(3 
30 993086 SqQHEMb-yE boIM_Msby boob yaMa Lodegmal 380M37~ 47dgHMgz7dE9db BmmHolb? Hs- 
Gd 384 3363E9d3 SqQMEMb QMO Lodegmals 3390 1935-1939 FF. bssMJogzer hsbsG97ddo? se- 
Lobo dbog05 ob GoJGo, G-d djMEMbyemro Hsbbergdal IJrby LodeEeg_Mdab seEM| jer 39096980, 
4Mdj{M03 Sbersbsb gobes Gbmdomo, f3q709dM03, FoMderg30e@37Ob HosqM dqazojh dIobreask 
9396s Isbsdeg 39d0939dje fobsfgMbs ws bomb yMo LodmgMpdob 3M_dqerms 39007(3909ddo. 

39 Aersbeobs 393768 SjMeEmbym~o Laow~wob YRMMdoM 79%] (36 SQ_MEMb AE Msbberg- 
d3%9 AmbmMeEO™H bodmg_%qdd0)? 6530969, Gmdg7@mdL3 ImsdIKIES 3me~AQhob dog Asfgoero 


$0833H0 ZOMgermGymo Agbogob qdgge@gbo bdogsbo 
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LodegMdab 390-3909, 9393d0M7db dqZ074O SQMEMb Am LodmqMsb 03 M7,0Mb6GO g-7e5b8)30H01 
SOL7dmd0b A_bsdergdComdsbors6: 000 3539db9 HsGFQMOM AQmMmeEagdo LsgdomeE Csd7d939d+9- 
Mas, 87d3q@mOs Lb39E5bb639 AqmobI{d0M. sbymo MMbsdI7bGoM|dyero Ig~mmeEajho bobo 96939 
Agodengds ayer’ gsb3oGedg7d4ero g47VEsbh3Z0G0b Ige~meoom~ (Nakiené, 2011: 189). dobo sb- 
Hom, ,,dgbsdempdqemos Agzaqjho I30b LodegMgdob AY g¥Zq%o 439M7d0 sede qjbegb ajrobs- 
30406 Aqbozob go3e~q6om es byMbIAMO Lodmgmal Iqbozs~m AO JbogZ0~Mb] go3~m 769 Ieosbeobs 
58 ALAM AIG Bob’ W3q30Q039HIS yRgMsEdsd. OVIRZ9, CoHhZ™WHO gobmamsyZajmo moygMs- 
BWMS 0% Bq0393b 463739994 Irbosgzerob smgdob EM’ gyjesbgZ0Gob gvdeygbgd0b Jqbsobgd; 
Aqade~9d5 3038Ms VED, Od 0614 8)H7d968)9d%] 7 3Mo3e676 gbsdo — Lsd-qdsmes6 bobmdo wes- 
SHAHQd0bb (SqMEMbAmo Hsbbegdsob I4rby mG039 hsGgmow@o Lodeq_Ms LoeEsdeb bHy~wog- 
does) (Nakiené, 2011: 182). 58 drbsbGQ6sb GILM-d5 CBELHG AIP AMMM|0 GAGs ysOb30969 
(Ruta Zarskiené), 497M, SG bs@gdb, Ged gnjrosbs{0Mab gsdmyqb7d9d cmo39do go3c~qbo 
Imsbeabs 139(3093037460 Ig~mmepoaqho Hosob hsdmgosmodgdsbs E3 sqMeEmbob Msbbegdsom Jqb- 
Gywgdsob mHogobseryho Lowob B7Jd65%q, Gmdgemo(3 LogzsMsqQeme 47-18-19 b5+93-7699630 
ager 8odsqjmoGqjero (Zarskiené, 2011: 216). ag esbG30G%Bq Goryeo Ig~mmeagdab IgbeAe~g- 
dob ,,dg9deme gogcMq6o ArgbeEAbs g3og30b Imbsg~moalb smgd0b LodmgMgds0b Ig~mmeoob mMbsd76- 
839%], 4373 dSC208h IMBjmsMqeroa ayer sederbs3e~gjn Ed bsdbHIm wo;’30do~ (Zarskiené, 
2011: 222). figdo stHom, dy30qho S_HeEmbyjero Lodegmob msgZob9d-4H7d7dM6 dodsHngd0m, 
Z7}OSbGZ0G0b Memo gosooHKoMogdqemseo sHols AqRob9d-qje0, Jom 7998) gb, Ged 9H deg398-39d0 
43056 GqQ0-6do g7eESbHZ0G0b sMbpdodob (GegMse0 AsbsFgMQd0b Asmgrmom) CEsdsesbsyqMy- 
d9c70 doboere. 

89MM] dbHO3, 6530967 GRommdb Esy353d0MEb dqZ07qHO SAMEMbA~rO LodegMs wmoé- 
30790 SQMEMb Ar Lodm_m7db. ob 9ddOdb, Med ,,jb~SEs Imgdqd6-mMM Y_QMI3 AZAbFogmgm@o db- 
393b96960 Mm0G3Z7%0 Ed MsH3Z0q%0 Lodmg%ob BHse0309db Bomob~ (Nakiené, 2011: 190). 
GOmd0mos, Gd wmos303do 3934 39M gdjer0 SJMEMboL Bodo Jqa7393b SgeEsMb wo GoGdqe~r 
SHHEMbL. dm0gMb dDobg@Z0M, SJ7esMyHo djQMEmbo 7RMmHM ~wsdsbsbosngdqmos bsdIbHI{M-sE- 
Ierbsg~mgJo0 Ms8Z0abMg0b, Jsdob, M39 bdIbM{M-~wsbszerqQmo 3363E9d9 Mm_QMM(3 37eEs~yMo, 
aby GoGHIQ@MO djHEmbo. GoGHhdqmo K{MEMbo LH AME Id3 Jg~mmeodb Imdmsmdob dobgeE300: 
438 Igmme@asda by3ZjbeAMo ob6{M3Z0mo Abeo7d3, SQMembol WF y3980 Gmbo Ismmegds 30- 
MOL’ IqMMH] L943764Msd—g, 96 Csde@7ds dOI30% HrbsI@], GsMs MsZ0~96 soQoa~ob wober- 
6s6bo (Boiko, 2008: 187, 189). d53,45d goJQos, md ~mosG3Z05 boZdsme ImGb sHab ,,djHpoe- 
By~@o LodmgMab s43360e@s6 — d-yZ05b GQQ0mboEs6; LobsdeE30m |do, 3oMEsIAMO gS3e763 RM 
LoZ9MoVeOs dq7ermMqbows6, 3oEM] cmohgo0eEs6. 7IRZ9, SJOHEMbymo Lodegmab sMsbso%o 
39930763 3% sHob sedehybomo 93 sgmeMybob FB MoGmMosby, Gemdqmoy3 gbo6bo3M% do 
LsIbLHQMOM dqZ05b MG QQ0MbL. 3e30JOmd, dqZoqMHO 376MdQbO Amdsz9eV'o HES gvb630bo~mm 
JRO HSMHE 39ML394(8}030E86 Ed DqZOLFo3zmom dsoemPoy_a-beosgqh (opbes73 sMJoyew 93- 
Ady) 306 g4bG do. 

80307 SESMZdL CMsHh{ojM SMEMb ym Immogmbosk sqMembym bodegMm db, Gmdm~myd0; 
EMLI3 9b9dMdb qd~O C6z38MHOL LodbMHQMGO. ob 473 bo~@gdb, G-Md Leoga Hedqd0 39% Dgo@- 
36676 SQHEMbAM ImMmagebosl 6dr C678M0. SHJQr~MMaaqho, mabazobjHo Es s6MM3- 
M~mgajmo dorbs39d9d0b dobje3{0m, SoM3qIMO sosbFmpy@ol Igbsd9 IgrmbgeGo 9d GgMaBr- 
G03b9 936 gMAd0 dssemPoab3M]e@mg7d0_ g98~CoMEb76 Leoszosbobs300b 8HA3gbL. smo3- 9b3360b, 
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4d %qde-O Cbz8HOL SMEMbYro IMmMagmbas sHob sedebsze~rgm dssemPoobsoMA~moa PSeodgoob 
4074 smderbs3e~mg_n Leoggd0b IjboZ0e7AH HOE 309MHGo Eshegqdyer0 gobogqjMo Iqbo3zo~m- 
Ho 9903300M]d5. LHA~oseE Dgbsdeg_dqeros, G-d Ay3oqHO SQMEMb AMO Lodmgms bye 
GLAb7d-jera I7d330EMQMd0b BsGo~o ayo. 

A7bsdsdobse, bsbsd bsg d3qBz76~@gH AIqZajHO SQMHEMb AMO LodM_Mob 39b639db, LoQdb 
Z0b57HMM 8d 357d] HoJhoMpdob 30Mos30% 3930965], GEMgZMMa(399 gQeobkSgoMob deybo- 
B® 9 dAbMd7EM cMo~hgZ0sdo bAGs0M Lodm_Ms, sMsdJ{e yyMsEMg{ds 3939d9b3;0~mOM SsqjHembob 
383d0%b] d9empo7VGo gnbo3zqjQHo Aqbogzob y3Zg@moby oHJoqm~ DHgbosb. bogsGsjeEms, od bo-y- 
SHOg900b dsbdo~] SqQMeEmbymo Msb6bMg7ds9 30 96 sdEoEMAEs dj30°4H AmbmMeEdsh, 93090 
05390 SVMHEMbA JH7IMES 98)98MdM039E ~(s M]20M6GO dobgs6 CEsOhs IbME~aMeE ImbmMy3MboAMo 
IJMM@OOS. 38 Z9MS7OL 3dg9H7dbL_ 4639055639 qmbmdybo3mMmmgms ImbsbM7ds6o. gg@berb- 30301 
408 Gob dobjeEZ0M ,,ab8OMos 9% 30Ms8HE7dS HIbGerdobydjMse Ed AgbogscqMo sH&930J8)9- 
40 8% 860065396 FdobeEs Msyjombseyjm 86g4gbb Imb rgxmbooeEs6 mMHo, bodo Es mobo bdom 
Lodeqmsde). dsno MsbsMbadd5 sHalb smMmagmbojMHa AMMdIQZd0b |9G3g7qjC~rO oo3-QdZgm~o, 
4MZMH3, Isgsmonse, dMembo* (Gerson-Kiwi, 1962: 176). dbasgbo IobsbH7ds gsdoo)- 
38 39O® Bodo, GMI{@MG ,,dmMbMRMbo0E36 SmeE@moagmboob3g6~ g3-c~~q307}MO gsb3gomsMjdobs 
Aqbob7d Aq7bgeEjemgdgdb ssoMab3I0M]db:  ,,63960 I7d330EM]Mb0M Jom—_dqjmo sMHobGoMo 30,901 
LoGobssmdwy{gm@, CMggZd6eE]MO ImbryxMbos — 44973 Go OF93, MMag_bAoeMyM Cs 380M39~ 40- 
bog LsdysMedo — sHob gobs jMo Bobs odobs, G73 MEgb~Ms3 AY Smmagmbos. GmMyj~mo 
SdMbs3e~qn0, dob dog Immageboob seEM| je 9039674H%]ZB9 ~oMgeragom, adegg3 Mado 
0303) Isgsmoob, 4373 YC AE Z4g7QMGobj7O goomdsb gGos wes Msbs3 49-16 b.-ob sme~els 
9535 bdOsHMd0E86 Lee~me IseEGog90r%b]  goesbgms GFoMImseaj6eo" (Sachs, 1962: 176). 
S63g0493H SMBORZO0b IbOL QXqm’L o-rbgd _rmMesbos: ,,bb30E5b635 bsemrbobs Es MJZ,0mbob 
SMMagmboal 3Hmdm|dzdabsedo Agdo EMIS AbB MALL dJoybywo3Z0e, 39 LoZob5bqer9d 39% 
JOM Isgsmombs, MHerdgqma3 LsIsEobBjyHQdos 3-g9eM-qHo Smmogmbool sede(3g6gdsb BMsea0(30- 
oo Agbo39do, ds6sdeE] sGbadqjemo Irb rg_mboyHo gqyerByQmows6 (Jordania, 2006: 204). 


Aqdo 39Msje0 9939 9 JVobssMdeE]a9d9 MosBgZa0gmo IZ3e~—g3MOb, B9H~ SMsdds8)bob der- 
LobH7dIb, GedgMds;3 s9erPoab3oMJ~@os IMmMog_ebayHo (}Hs@0(305 HBsmoe bIQ~MOsd-jsbeo- 


Z08M7—~ Ed sMIMbsg~mg]n _3gMEOdqjm~m ymb A JbAdo gsbobo~ms 8, 4337 EMMb, Csgqmsbbds 
J3O3gmo Iq3609M7d0b CoEO YXQ7RQOb 8MBo303b SQHEMb Amo IMmageboob Bbmd760b 493- 
Hers jema g37b3Z7d0b I7bob7d (Agbsdergogemos 3847-06933) (Brambats, 1983). 

3dM0A9E, MS 39300M7db Zo—gdM Jbg—@gZ7I@MMdSdO, GM 3d 3996s~M0b7IO Aq3ajHO SAMEC- 
Gyo Lodeqmol dsgseongdb? Ls63d 4d 353d0M7dL_ gsbg0ba~ms3e@qm, OES 3s635bb3s3mm ‘Iqb- 
GAM’ g9Z3O3g~goyqeo MsgobgdqjHQb860: GoGIj@o (Low~sdyHo) SqQMeEmbo (Agqq~9d%03, 
B02, 380MZ9E 4393763H%]) Cd IysMo boZBOwes, Medgma(3 AbeEIdd 80M37~ Ed J|MMH] 30 39- 
qm bd Gomob Ig~mmeoab im~mb (ds3. 3, syeomdsg. 3). 

SjHEME-Jma IM~@ag{erbool Ibgs3b0 dsascomgdso 99-20 Loyzqbob EsbsFyobdo hsoGg%s Gsd- 
3990 (Tampere) bsdbGQn wsbsz~qo gbAmbgmdo, msG300b bsbo3zsMos6 sbeorb ws 3sdems4399- 
6s 1938 Fge@b. gb sHob mMbIosbO SMEMb Aro Imm~magmbaol BHodsyHo Isgsc~mamo (dg. 4). 

SKWMEME-QMO A_LMAmpdal shsemmgaqMo dsascmamgdo 638m3Z603 SyjmgsHQmdo (soMobgo1 
Ingd0b M7Z0Mb6TO), LOMGZsHosd0 (bMAZs9Goy_~o LodogMgdsab qjIMsge~gbodssdo, Gmrdem|dbs3 
LasGobyHo 3Zo~mb 3:oFHEO sddoGjbo ofgb, 30M3Z7~Mo Ed AQIMMH] boyA_bAMAd0 LdoMse@ ob- 
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Hy7d76 GmbjHo (396H Mob 3964 QG00b, Moy Dgadergds bsbgobd-yer0 ayob Sgeeram;, 03039 
53939643960 BIoMse 39 AQ~mmeEagdab Habsmobseosy 35M@s0Jd67d036), LaMdgnbs ws dob} g659- 
30do, ddgqrembosbs @s bodjgMdbymdo (7soH-jbob es GmeEMbob 3y6dqj~o). MMbIOs6a SAHee- 
Gols dogsmoamgda Bjadmgds gbsbM jzMsabsbs ws dqmosM@ Abdo. KQMHEMb Amo Hos0b 3mmager- 
Book 39M Go3Z0ejQMHo 3rd3mbgoHob gsbgomsM Qoob HgosmbsbGobom, 3°98)0M%]|3Z9 godemyro3b dqd- 
293, BOOI-QmsL: ,,eabMbsSELo-Zmbbrbsbbo-qjbobbo~, GmIgm doy Cobebsbbowes6 wsGyqdqjewo 
I=Jbo39C-MHO EAS Hobs <pBole bsdeg] yog3germgzob asoze@ob BM Goob ob {MZse~b (geb- 
Vorbs6bb) (Kutireva, 1985: 38-39). bsobGgAgQb rs, Gd AgzoqhMo Sq{MEMbymo Isgscomyda 
Aq0d~7dS gsdrobsHob A_7QMosmgdyjmo HMGdI-j~M0MI(3: __,,q6oberbo-3mbbbs6bo-weobmbsbbo~. 
93,3830, Jb Lodm_M?d0 LHA~eENds 4339MMH0 Ed bsbgMdeErag{0 JEQMseEmdom (dog. 5, o-ye00d99. 
4). 

Jb ab mg0b9d55 (Lagqbes, mgmM%(3 HobsemyHo abGJ{M3ZIe~M0), GMI{@AY Da_Z0qHO dyHeEC- 
Bobs AqesMQd0b Lodjoemgdsl oderggo d9¢~M396-3HO CobsMo-y~mo GS Qombab D_bHyemgdob Mseo- 
Gb6M86 (bmMZ9Go0b, Iob6oob ws Sq7AQMAZMgZabsb, ImbHqb7QMEOb Cs ~wobsge~mqm LaMdgnols 
Rsmgmom). EabsMoyjmo GHos0b MMbIOS6O B7PLOJeErgd0b dohomsea Isbsbosmgdgqeos MH ASI 
AmGHob’ GsHdIderdomo 068 qMZ9~m0 Lygjbee — 3g7Gde~w@ 30 3996(00d0, Qobsmyjho Hobbs wos 
259539 LOE LgjZ76eEsb BorMab, Gmdq~@(3 JooEgds bdsOs g9E9xZ9MJeob9b0m (Elschekova, 
1981: 211, Devi¢, 2002: 39, Golemovié, 2011, Petrovic, 2011: 122 ws ».8.). bmaxgh bg3y6es 
Z90863dMQdqjeos JgMMeosbMs6; Co LIOMse@ g5dm04969d0 Age~meEdcab sm~mb, 396bs3-4M ]d0m 
83406, G35 RobsmoyMo yegMsemdoal g5dems _bogoMegds (Sqj~gshQn'do, byaMmdqmdo, boMmge- 
Gosdo ws 9.0.) (Petrovic, 2011: 122, Petrovic, 1989: 66-67, Peycheva, 2011 go 93.8.). sfqcos6 
39dde0b3M9, dy304HO SqAMEMb AM A7ZLHA~pdob shymotobsb, A7bsdemgdgmos, 30R30JOrm 
03996 0607-g3HM3j~O (36 Or-{bES(3 8H7-ab—EE-g3M3y~) 3qMaMeE%). 


BOGZMNQMO’ ES X39Z0b Iz0b AyjZoqHo LodmgM|dob gnbmagbgbob J7bob7d 

g06bs 34M d-30 dbodgb6g~mmdslb ad_bb ob QeJGo, md Ay3z0qHO SQMHEMb Amo Jgb- 
Gy{mpdob dsgsmoamgda Bqa303b X3930b Azob MM Lodegmob, Merde~gdo3, Dgbsdegdqeros, Fom- 
Ieshj696 dqzo-7o Aggombabl qdZq~mgb {remzmmMGye~ Bag’. G39 bodegqms — Vaikstinéjo 
tévulis pabarémis (8385 335306 dobe3096) dody3796@5, Li Wo, 49) gs Oi, as pjaunu pjovéjélé 
(od, 49 3430, Li Wo, 60-1) — dag34 36969 gobs 5 00937 Ig~meEaA® Gos. gb Gos sw- 
Fg@omas, MMgmG3 396663939dqer0 LaJgagdoboae6 Ageaqbaemo, gyobsmyMo 3996(3;00M IqmmHg 
Woy g{bqAMby (dsg. 6, syeomdsg. 5). 

gobod-jbozocmegds sqbhGs yoh30969d smbodbs, Ged moW3zq7h, moHh3{oqh, qemmMab-jyoo 
8 8d39EM64MH DBARZZ~Mqq~MObL Jz0b Lod—_QM7dL sbsbosm7dm MMO 46 Lodo gv6bb3039dj~mo 
465 339H0bI396 Ggeaq6o~mo Ag~mmeagdo, {Zobs~@myMa y9~@96(300M 99MM] 694396+4HB].  MZ0M 
IJFEMMCOO8Od 068)65(3074HO J3M9Z073 30, OMIQMA’3 JR xqdbAd9 4d AMMHdI-QMoL, sdZs63E Jbgs3bos 
(Zitkiené, 1996: 76). 

MO@GS Z9mMah3OZb39b 359330939 ,d30b Lodegm7do dsgqrmmbasdo™, Bsogemb 393964 ds39- 
LObHO BOQZEg7j@ab Izob LodmgqMm7d0b dohomse Lomy{hH ws Db AErgd0b ms30b9d-j%9- 
49db; gh 336rg39 96939 dbodgZb|e~mmgZbs~@ sMaMg_eb CmoGg3Zqj%o Iz0b Lodm_Mgdob 33e~g30b 
4 390Mb, arbbo3qoMgd0m, SJMEMbYro DLO Argdab dsgsmongdom. 39¢M0h 334306 dob geE30m, 
20839 0bO4MA Az0b LodEQM]b0 IXOEHMESS E539300H7dqCM0 bsdIbH{o-ber434H Ed, b-gsEs~, 
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Legg qd0b 94939 Hosob bodm_M7d06 ws doma 33913960 8MgbEMs34Ho GFsMdshoymo s9%ome0- 
086 drdeoobsMy{mdb, s6) 08 CEHMa@s6, MMEQbs(3 obobo 7HOseE (36-3%Mde@b76 Ms3086m d3qe~ 
LsdIGmdere do. doy bges30c odabs, Med 43390Mb64H Ajab LodmqMm|db 39360 bsqQhMe 4430 bb3o 
Leo3gd0b 00939 Hodsob Lodmgmpdos6, G73 Ig’ y3g9@mgdb doo Loqmom FoMdnds3romdsby, doo 
go6s3omsM9bs_ dagmo Mago 5d boyMbgdalbmgob ws JAZqQybgds0bZ0b ~wsdsbsbosmgd9dg9e@0 Msg0b9- 
dM qb060" (Veli¢kovska, 2002: 111). 

85390M60jH Jz0b Ladegm|dsdo B7bsdh6gZ09 ZoeEqbGagd0b Logdsme CoE HomeEgbeds, M83 
BBL jb3sdb Zoe_bGa0b Bmgog%o msgabjd-4MQdsb. 3096(308 BIoMs@ Abegds VII/T byerom, 
4973 Hos qMos 9H IsMHor Izobogzo0b, sHsdq@ bb3o, 9.G. sqMEMbymo Hos0b bodmgm 7do0bo30- 


LG. 39630m3H7d9 LO_~eE7dd yoolbbdo gobsmobtby G, 6 sosmeobsmobby 30M%3Zq9er bdSdo. 


Bd39EMbo7H Dzob Lodmgmgddo djMeEmbo Gotdenoceag6 4093-9039 MMbdosbo Aq_bLMjyer dob 
sspobogogs300bmg0b (sqje@omdsg. 6). 

AMEAb (3 3IE8MJdO MOHZ7O Cd Dsgqrmmbo nM Iz0b LodeEgM|db, MgZoe~obs(39d039 dsno db- 
393b 900. 433430 sHalb gHoo q3bsq{ho MsZ0bjd-7H9d9: Js3j;eEmbojMO IQ~mmpoo0b wsbsFyobo, Me- 
9903 03039 306PEGos, M3day MOH3{qjM, sOJdQro CS g8dO_M yrs (6ergdd0 AsFg@o~mos) 
979309 LoZg7byMaes6 Cs dors3{ME7ds 3037 b9y3g46q%] (VII-1-2-3) (dog. 7), dsdob Mas 
C08373G0 IgqeErmeas AF yqd8 30H37~@MO L9y_b_MoEs6 (Kmgag%m Gqdmb3Z938do — Igemeapos6) 
Ed dosgM@79 IgrMQbq (1-2-3-4)? (dog. 8, o-YaMdog. 7). SQHEMbymo 3m~ogmboob CH’ 
8d39QM607MH C8 MOH3Z97H Lodm|MZdl sbobosmgdb AysHo 30M3Zqe~M0 boo3gb\Ho; 7HMseE9MMO 36- 
56353989 ds BoGob: Is3qgemboy}G 09—7H7ddO Gobs@AMo IqmMH] boygQbAMo yeoqMb dZdZ0e~4q/ 
8039 LORZAGbAML Jomol (s6-) d7dZ0e@97 bsy7byHo ,,03b9d5% 30M3Z7;~moM Ss 80M37~m0 30 — 
89MM] bdom), dsdob, M38 MoG3Zq7% bod—|M]ddo 4d3b Zb6ZeEqGb0m 380%37~m ES IAgnrH] bs3qb- 
O7db AmGHob. Zoe wsd-7do3qd0bsb, skyno 396b63939d980b dowyb~e039e©, M039 boe@bo sb- 
GMO 7dL Lodmg@sb by3-j6eob 06 jH35~%], Gobo(3 39¢70K 3034390 bazqbeob qbobmbo Goo. 
I=JLOZSCYH OM 3MMOGO Loy3Voegd0b asdery_bqoob LbaqG mobs bsds9Hag30 go6obo~me3b, Me- 
33 HO Qm~-s3-qbGHogqjm B7bMd7bb, GmI{~M IG; ImMIM_Ms—Mo seEM| Arm sbsgoes6s dob39%- 
0 E85 dob oeEpbGHog_o3oMdob sbeg6b SsHqQd0b yeqge@sbos6 (Zaharieva, 1984: 72). 

9306 Lodeg_Mpzdob B_bOjergdob g9%Qd-M(3 99M bKZ939. bobgmeEmdsM, gb Lodegm 60 bHye~r- 
9d5 COMM, BEML, LoEsdmb Co bsdQdsmeEsh Lobo EsdMJbgd0bob; o4gb dIogojh- 
HOB BIe-gjMa bsbosmo Ed, 36937, AZO yegdob gsbboboz@qmo msbdodeggMeds (Msdo 763373 
3069, 93039 Jgodm do omgsb SqmasMqmal ws LaMdgnob Kmgoq%mo MQZambob Lodegmjdob 
‘Aqbs6g7d). sJg~sb gddmde@0b3M], AqZaqjMO SqQMEMbAro Lao~ob I3Z0b bodIm_M|b0 LsdIsmo~mo- 
S63 Ajade~gds doggqjmZ6eb doemysbqjma F3z9Z0b Izob Lodeqmpsob yxsbb (qR_H- Babs, 
MMbBdOSE Sq{MEMbB AO Lodm_MZSL). 4330938OMS ~QIMSZEg7berd9 MgZ~rob, Gd 3d Lodogmgdsols 
3963980 IrdeabsMg{mdb 3Hg-beos34Ho gem jHoeEs6, Agbsdegdgemos JsMmo C5 393d0M7d9_d3qe~o 
M5309, AMaMAAEY ©d Lbgsms Hemdqdm06. 

9306 SQMEMb-qjmo Lodm_Mdob Agermeagdal 80M37mo bIQ60 gs6bo34nMJd0m Ieorfba~os wos 
Iqesdsbydjeos Igeodgsom. 963 Aggs6eg3b39b (Anna Czhekanowska) dobge@30m, Ibae3zbo dog- 
Sm0ng7d0 — ZoFMEO eosssbrbab JJfrby mMbsdIQbHqd0m DeowsHo Ag~mmeagso — qdZI~gb bobsb 
40937336989; Iso ‘Bgodergds <AdZQ~@ gL sBoy_Mo ygb3q00(3 30 399hb~| go (Czekanowska, 1972). 

SmMOW}Mboabs Cs ImbMYMbajHo JmgdIgbBQd0b DqMAZje Low’ yroMeosbos dos 343690 
26E01-73HM3 NEM I9d330EMJMdSL: ,,cb—er-GQMMSqEMqb0 093696 I-jEdOZ ~Hoo;MOmdsdo d37~o 93- 
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MB ogherJGmb-jH Ieobsbogmdsbos6 5 SqQMEMb-jMO sMMagmbool bogsMojEM 8)Mse0(305- 
Lob. boagabggqdobs eo smsbGmgyemgoob dsbdo~by) oboe -g3Merd3gm {dob hodebgmob qd, gb 
HO BqzrBqjs ws Isa GFsMderdswoa,j76erqd9d0 BqqMFy6j6 Qodsbjmb ws wosbsdsdo dob3gb 3er- 
magmbaymoa bodmgmob sboer, BqQ%qq{e~ PBMHse0(300b (Jordania, 2006: 222). ,,dq%qye@0% 3e- 
MW3MboAWMHO HMse0300b HosmmmgaajHo bosbeomg7 boogmos. 33 Losbmmgab Jns39%0 dobj bo 
joes ago ob geJGo, Ged LobzbQs MH 396663539d-jyero Bodob 3-4e~mGqHolb GqMqQB0. Ibgogbo 
Isgo~@momgo0: (1) dZqGemo g3mM3g7~@0 I-rbsbEegmdob SJMEMby~ Cobbs] EsdysMAQdqero 38er- 
combos; (2) ,,deaesGo M63I768)035, HSZ0b {RIO MoGdo C8 sIGHM Ards ©53794d67d-yer0 
Imb rgAMmbosty, Gmdgma(3 Aq_Ierhsbaeos o6E--g3MM3]qMOs Gg09MH0 dDogMsRZoy~mo PBommob 
dogo (Jordania, 2006: 222-223). 

302980 Ms IbjEgZ7~mMdsdo yrMesboslb B7bZeA~7Zdsb, Bjzod~gds Zo39MsjeEMM, Med Izo0b 
SsHEMb- je Lodm_M|do, Med pdso(3 bsFg@o~mos AqjZosb GgQ0Mb6G0, gsdemgyer Hsgob myRsblL 
039m0 93Merd30b Csdsegdob seEg0msb — ~wxbsob 680%93b9. ds MsbesMsbrdon ‘Agodobybs 
IMB MQMboo Ms3{0b9d-4H7d980: GOBIje~mO Msg0b-7930—M9d9, Irw@s~mds, IgMMeajMO asderdbsb3- 
Jeemds Ed 4.0. 34939, 86 BPOes gsdergMo3boo ob A7bsd~g7d~mds3, Gd gb mgZ0b9dq60(73 (33,- 
MOLbId Ambg{mbook mgZ0bg9d9db) Boderysmodes ydZ7;~mgb EMMdo, Gmdg@ma3 Gob qbFagdes 
26E0-93HM3jeM dogMs303b. gb doeoob ygmd3~gJb-WHo Lbszombos, Merdq~ma3 EEgbs73 Mose sHob 
esMhabagro. 

SOb473Odb L63o qSoby6er 306353: 9d Yy3{gmoy{Mal Bqd~eg2, Ms YHOoQMOMdsdos dy 30-Q%0 
SNHEMbO LAgqbeEsby wosyZqddFdQe LyBoMBobgbosb, Gmdqmay godoGmbyzdjemos AOeo~er- 
LSb53—g9H (M0/H39d0? GBmda~mas, MEd MGH037 FoHdersEa76b HoagQMMI7 msZbjdq9eo |B _bedq764b 
(bs7Gme 3430 IbMmME JHM0 Md: RabsMy|Mo bo3jbeEyAMo abG {M3Zs~Mo). Z0—Egdm Ms IbIC- 
39G2md3do fg76b BoE sMbydjeo derbs39d7db, Hs3emgdse@ WoboxeqM{dQ~mos boydsMo d-yjZ0%\H0 
SHEMbOL Ed LAB sMBobyero ImMmogebaob I3—580M37I@ gsbyymox3emmdsby. 69d3 dododgm, gl 
Gogombo Imdsz9er 3307939db dogsbeeo. 

3d9F 7930 Edb6336980b 3539MNd9 Gd g96FmgseE9d960 9H FoMImseaq6b Gobsde7d0M] 
asdorb3erob dobsbb. MIME, 205386In IobsbA7dsb odo 49b9b9d, Ged MZ0m 21-9 boyg-y- 
Gols esbsPGyobIo3 30 Agbsdergdqeros sbse~ro ,,sEdmMA769d0%, sdam zo byMrb 3qGymdm wo’3q%o 
BMseoayojemo DpbOergdob Aqbob7d sbeosbsbb g939M9dyer0 Bosmemmaoob 3Hohogzje~ doderb- 
29394 8 Dq9derg~038HM Fobses~@Jd0m sbsero Ls 3emsbog}o39(G0- Lobsgdob J74d6ob ‘Agbobg9. 
21-7 Voagabob weosbsGyobdo Jj asbgobo~m) odmsgsmgma Jodo’ (386939301 Msombo) dogh 
ALO jemgdjemo bodmg_M7d0, 4MgZMH(3 MaA3ZqMHO S_QMHEMb AMO BMsea(300b qubsq{mo bsdoo; 
gb mando’ boygqbergs6o AsbsF§4%Qd0 seoobsjMQO96, O-rd ME_bMs3 sqMEMbyero smmag}mbos 
SOL7dMd@9 MaWh3Z5d0. 3R0JMHErd, Gd ~MOG3ZqjMHO SQMHEMb- AMO bodm_@ab d+7304HdS hobsH.4%qdds 
Agqadeqd5 Coed LodbsbyjMo goy7Gorb sbse~m BgesMAdom 33erg30b. 


9960936950 


"Gas Log qbggdob bjMsmg9d0 Gmax_O 39916989396 OOLAGQIZGHL, Ordgmbs3 Azjdmos Ibo~me Jono 
36 MsdeEqb0d) Krol symqmds, Mobs3 f3q96 SjQMeEmbl 36 dJMembosh gWeobHhZ0Mb Z_Grw@gdm. sbgno 
SsQHEMbO sHsbmeEgl smabodbyd9 Bysboygqbggdob bymbs}gMqddo. gb wosdsBgdqeros m6sIqeGM39 TDgdb- 
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Gyemgoemgoob dogh. dseos6h d6odgz6ge@eg3s603 odo 359bMJd9, Ed SQMEMboL wsdsG7d9 96 GZ@ob vd d4y- 
Logo’ dmbrg_mboWModsb. 7b 94 843936 Dob 943 8m~@03MboWMIE E83 843 IMdIMAMbOWMIE (CWosbs3c~r~%o 
IqboZ0b MGa dahonseo bAGyJ8-%s) http://ccnmtl.columbia.edu/projects/sonicg/terms/monophony.html 


2 ory 09393H 930 IZz0b LodegMgdsob Cosdobsboomgdgem 999076 db dsm gnbogqjM sMgs~momsb, Gmdge~o(3 
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DAIVA RACIUNAITE-VYCINIENE 
(LITHUENIA) 


THE OLDEST SOUND RECORDINGS OF THE LITHUANIAN FOLKLORE 
AND THE RECENT DISCOVERIES BY ETHNOMUSICOLOGISTS 


In the new publication of sound recordings “Eduard Wolter’s cylinders recorded in Lithuania 
(1908-1909), held at Berlin Phonogramm-Archive” we can hear some examples of the ancient modes 
of Lithuanian singing. The most surprising discovery in Wolter’s recordings is a few songs with drone 
recorded in Southeast Lithuania (Dztkija). Until now it was thought that monody is typical to Dztikija 
region (ex. 1, audio ex. 1). 

This approach was repeatedly emphasised by the distinguished Lithuanian ethnomusicologist 
Jadvyga Ciurlionyté, her student, Genovaité Cetkauskaité — a specialist in Dzikian songs, and a num- 
ber of other researchers of younger generation: “A Dziikian song is a typical monody; its development 
throughout centuries relied on linear origin, demonstrating the prevalence of melodic element. [...] It 
is possible that such profound sense of melodiousness has for a long time prevented the appearance 
of polyphony, which did not distinctly manifest itself in Dzikija region until the beginning of the 20" 
century” (Ciurlionyté, 1969: 291); “In most South-East regions old monody is still widely spread, 
retaining its original characteristics established through age-old traditions” (Ciurlionyté, 1969: 292); 
“In South-East Lithuania, the central part of which is Dztkija, there still exists monodic (mono- 
phonic) style, its main feature being a melody intoned in unison even when it is performed by a group 
of people. Such way of singing allows free improvisation, encourages to expand the boundaries of 
a melody, and urges to embellish certain modal tones with appoggiatura, mordent, turn, transitional 
and auxiliary notes” (Cetkauskaité, 2007: 24). The viewpoint that monophony in Lithuanian folk 
music is characteristic of Dzikian songs is also supported in “Music Encyclopaedia” (Ambrazevicius, 
Kalavinskaité, 2003: 470) (ex. 2, audio ex. 2). 

Austé Nakiené, one of the editors of the afore-mentioned publication, who recently (in 2005) 
presented a collection of archival recordings from 1935-41, also saw Dzitikija region as the cradle of 
monody: “The singing style of Dzikija region was monody. Dzikian melodies are distinguished for 
their perfect linear expression, winding melodic lines, various modes and melismas. The recorded 
melodies attest to the endurance of monodic singing: songs were performed monodically even if 
sung by more than one singer. But since the mid-20" century traditional monody has come close to 
extinction; from that time still a large number of performers sing the same melodies with the accom- 
paniment of second voice” (Nakiené, Zarskiené, 2005: 24). 

But let us turn back to the recently published oldest sound recordings. What is important is that 
traditional singing with drone accompaniment was recorded in several villages of Dziikija region. We 
can suppose that this type of singing was a curious occurrence of a single group of singers. 

How did they originate in Dzikija region? How shall one explain the early 20" century record- 
ings of drone singing in an area of a prevalent monody? 

The present report has the following objectives: 1) to explore the possibilities of existence of 
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drone singing in the Southern part of Lithuania — Dztikija region; 2) the question of ethnogenesis of 
Dzikian corn (more precisely, rye) harvesting songs. 


On the Origins and Possibilities of the Existence of Drone Singing in Dzikija 

Prior to discussing the drone singing in Dzikija region, one should briefly look into the very 
concept of drone. In this report I do not intend to present a thorough description of drone and its de- 
velopment over the centuries. Most distinguished ethnomusicologists have addressed drone singing 
one way or another. 

Drone is known to be a harmonic or monophonic effect or accompaniment where a note or 
chord is continuously heard throughout most or entire piece’. According to Franz Eibner, “Drone is 
associated with the notion of “degree”, which is a category of both harmony and melody [Bordun 
ist mit dem Begriff “Stufe” verbunden. Stuf ist aber nicht nur eine Kategorie der Harmonie, son- 
dern auch eine Kategorie der Melodie|’; hence, “from a phenomenological standpoint the drone lies 
between monophony and polyphony [Phdnomenologisch liegt der Bordun zwischen Ein- und Mehr- 
stimmigkeit]” (Eibner, 1981: 121). According to Claudie Marcel-Dubois, there exists “compound 
drone [zusammengesetzter Bordun] as well as a mixture of drone and monodic music [Mischung von 
bordunierender und monodisher Musik]” (Marcel-Dubois, 1973: 13). Jaap Kunst has also pointed out 
the twofold nature of drone, saying that “in musical practice a number of the forms distinguished here, 
merge into each other: who can say, where we should still speak of a kind of organum, and where we 
have already passed into the domain of monody with accompaniment; who can draw the exact bor- 
derline between homophony and polyphony; who can tell with certainty at which point heterorhythm 
ends and polyrhythm begins; who can fix the place where heterophony turns into polyphony? Living 
practice is always richer and more plastic than any scheme-building theory” (Kunst, 1950: 47). 

The quoted statements clearly show that drone and monody are fairly close, often overlapping 
phenomena. Thus the examples of drone singing recently “discovered” in the “cradle of monody” — 
Southeast Lithuania — should not be surprising. It appears to be the same, instantly recognisable and 
distinctly Dzikian melody, with added drone accompaniment. But why such instances have not been 
recorded earlier? Why is there no mention of drone singing in Dziikija among the first folk song col- 
lectors? Why is there no trace of drone singing in the archival recordings of 1935-39? Noteworthy is 
the fact that the earlier variants of all songs with drone accompaniment, featured in the recent release, 
have usually represented typical Dztikian monody in all previously released recordings and published 
collections of folk songs... 

What could have influenced the formation of drone style (or the drone accompaniment in mo- 
nodic songs)? Nakiené, who prepared the publication of songs recorded by Wolter, associated the 
Dzikian drone singing with the possible existence of bagpipes in Dztkija region: “The melodies 
recorded on cylinders are quite elaborate, decorated with a variety of melismas. Such meandering me- 
lodic lines might also be regarded as an imitation of intricate bagpipe strains” (Nakiené, 2011: 189). 
In her opinion “It is possible that the sustained tones in Dztkian harvesting songs emerged under the 
influence of bagpipe music, and the texture of folk songs could have been affected by the hooting 
characteristic of the instrument. Although Lithuanian ethnographic literature contains no evidence 
of bagpipe use during harvest time, one may suspect that the instruments were played on the way 
home after work in the field (both recorded songs with drone accompaniment were being sung in the 
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evening)” (Nakiené, 2011: 182). This approach is supported by the ethno organologist Rita Zarskiené 
who claimed that the use of bagpipes in Lithuania influenced the formation of specific melodic type 
and original style of singing with drone accompaniment that could have been popular in the 18-19" 
centuries (Zarskiené, 2011: 216). The intricate melodies performed on bagpipe “could have affected 
the ornate melodies of the rye harvesting songs, very popular in eastern and southern Lithuania, as 
well as other kinds of folk songs” (Zarskiené, 2011: 222). I tend to think that the role of a bagpipe is 
overrated in addressing the issue of origin of Dziikian drone singing, especially, taking into account 
the fact that no material evidence (including sound recordings) exists to support the existence of bag- 
pipes in southern Dziikija region. 

On the other hand, Nakiené tried to relate the examples of Dzikian drone singing to those of 
Latvian drone singing. She states that one “should be looking for yet undiscovered affinities between 
Lithuanian and Latvian singing traditions” (Nakiené, 2011: 190). It is known, that the prevalent drone 
types in Latvia include the pedal and rhythmic drone. According to Boiko, the pedal drone is preva- 
lent in Southeast Latvia, while in the Southwest the examples of both pedal and rhythmic drone ac- 
companiment can be found. The rhythmic drone is sung according to the melody movement: when it 
comes at an interval of second to the sustained sound the drone ascends to the second degree of the 
scale or descends to the leading tone to avoid dissonant tone combinations (Boiko, 2008: 187, 189). 
But as a matter of fact, Latvia is quite far off the drone singing cradle in Dztkija region; hence the 
direct influence from Belarus rather than Latvia would be more likely. However, no manifestations of 
drone singing have been discovered on the territory of Belarus bordering Southern Dztkija. It appears 
that this Dztikian phenomenon should be viewed from a wider perspective and should be investigated 
within the common Balto-Slavic (or even archaic European) context. 

Boiko compared Latvian drone polyphony with the drone songs, still existing in the South of 
the Upper Dnepr. He claims that drone polyphony could not have possibly been brought to the Upper 
Dnepr by the Slavic tribes. According to archaeological, linguistic and anthropological data, in the 
third quarter of the first millennium the Baltic peoples in the mentioned territory were undergoing the 
processes of Slavianisation. Boiko concludes that this fact leads to a proposition that drone polyphony 
of the Upper Dnepr is the legacy of ethnic music of Eastern Baltic tribes in the musical folklore of 
Eastern Slavs. It seems entirely possible that the Dztikian drone singing in question might be part of 
the abovementioned legacy. 

Therefore, while unravelling the origins of Dztikian drone singing it might be worthwhile to 
speak not about the direct and fairly late (18-19" century, according to Zarskiené) influence of “ex- 
ternal” factors — such as bagpipe music and part-singing in neighbouring Latvia — but about the 
relation of the drone to the most archaic layer of Baltic ethnic music instead. Most likely, it was not 
Dzukijan monody that was “enriched” by the drone accompaniment over the centuries, but the drone 
itself gradually became extinct, leaving only monophonic melody in Dzikija region. This assumption 
can be backed up by the statements of various ethnomusicologists. To quote Gerson-Kiwi, “History 
does not proceed stepwise, and musical artefacts do not indicate a pure rational progression from 
monophony to part-singing in two, three, or four voices. Co-existent, and presumably even older than 
monophony, are certain basic forms of polyphony, such as bourdon (Gerson-Kiwi, 1972: 9). Similar 
thoughts are expressed by Curt Sachs, when he contradicts the notion of evolutionary development 
“from monophony to polyphony”: “Against our inherited misconceptions, today’s monophony is here 
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and there in the oriental and primitive worlds an end stage of what once was polyphonic. Far East 
with its early surrender of the polyphonic so-called Right Music gives examples as good as do the 
destinies of early Gregorian chant and the transition from multipart to solo madrigals at the end of 
the 16" century” (Sachs, 1962: 176). Analogous position is supported by Joseph Jordania: “despite 
my lifelong keen interest in the issues of polyphony of different peoples and regions, I cannot name 
even one documented case of the emergence of vocal polyphony in traditional music from a formerly 
“monophonic” culture” (Jordania, 2006: 204). 

My assumption does not conflict either with Latvian researcher Karl Brambats, who put the 
polyphonic traditions of the Baltic peoples into a wide Mediterranean and East European context and 
agreed with a big group of European scholars about the ancient (possibly pre-Indo-European) roots of 
the phenomenon of drone polyphony in Europe (Brambats, 1983). 

So, what relationship are we referring to when analysing the examples of Dziikijan drone sing- 
ing? Before we look for connections, we should distinguish the prevalent characteristics of this sing- 
ing: it is rhythmic (syllabic) drone (usually, on the first degree of the scale) and a sustained second 
between the 1‘ and 2™ vocal parts at the end of the melody (ex. 3, audio ex. 3). 

Similar examples of rhythmic drone (currently extinct, though) can be found in Estonia. Ex- 
amples of drone polyphony were recorded by Tampere in Southwest Estonia, close to Latvian border, 
in the beginning of the 20" century and published in 1938. This is a typical example of two-part drone 
polyphony (ex. 4). 

Similar examples of drone singing are found in Bulgaria (Pirin Mountain region), Croatia (in 
most Croatian songs with narrow ambitus of diatonic scales, the first and the second degrees often 
serve as tonal centre, which drone may accentuate; the same degrees often become finalis of these 
melodies), Serbia and Montenegro, Macedonia and Greece (Epirus and Rhodes island). Examples of 
two-part drone can also be found in Ukrainian and Belarusian Polessie. In terms of the development 
of the vertical component of drone-type polyphony, Kutireva points out the formula: “dissonance — 
consonance — unison” where musical idea starts with dissonance, and before final unison it always 
goes through the interval of third (consonance) (Kutireva, 1985: 38-39). Interestingly, musical devel- 
opment of Dzikijan drone examples can be expressed using an inverted formula: “unison — conso- 
nance — dissonance”. Thus the song ends with a strident and long sustained sound (ex. 5, audio ex. 4). 

It is this feature (the second as the final interval) that allows to compare Dztkijan drone with 
the singing tradition of the Balkan Dinaric region (including Croatia, Bosnia and Herzegovina, Mon- 
tenegro and Western Serbia). The main characteristics of Dinaric types of two-part singing is the 
interval of the second between the two voices, particularly in the cadence between the final tone and 
the major second blow it, achieved by the crossing of voices (Elschekova, 1981: 211, Devic, 2002: 39, 
Golemovic, 2011, Petrovic, 2011: 122, etc.). Sometimes the second is equated to the sparse internal 
melody; however it is simply preferred at the end of the melody, especially when it greatly extends the 
final sound (in Bulgaria, Serbia, Croatia, etc.) (Petrovic, 2011: 122, Petrovic, 1989: 66-67, Peycheva 
2011, etc.). Therefore, it is possible that when analysing the Dzitkijan drone singing, we might be 
referring to very ancient times of Indo-European (or even Pre-Indo-European) ancestry. 


On the Ethnogenesis of Dzikijan Corn and Rye Harvesting Songs 
Of special significance is the fact that the examples of Dzikijan drone singing include two rye 
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harvesting songs, that is, the instances representing perhaps the oldest folklore layer from Dztikija 
region. Both songs — Vaikstinéjo tévulis pabarémis (Father walked along the rye field; Li Wo 49) and 
Oi, as pjaunu pjovejélé (Oh I am cutting, I the harvester; Li Wo 60-1) — belong to the same melodic 
type. This type is described as being fourth-tonal, with the final cadence on the second degree (ex. 6, 
audio ex. 5). 

Ethnomusicologist Ausra Ziékiené noted that the third-tonal or fourth-tonal melodies, with the 
form of two or three different sections, with the final cadence on the second degree, are characteristic 
of corn harvesting songs encountered in Lithuania, Latvia, Belarus, Bulgaria, and Macedonia. Even 
the intonational vocabulary of melodies based on this formula is fairly similar (Ziékiené, 1996: 76). 

The study by Rodna Velickovska “Harvest singing in Macedonia” reveals key stylistic features 
and performance conditions of Macedonian rye harvesting songs; this study also significantly expands 
the field of research into Lithuanian harvesting songs, specifically — into the instances of drone sing- 
ing. According to Veli¢kovska “Macedonian harvest songs are closely related to this kind of songs 
of the other South-Slavonic and Slavonic peoples in general and their roots are deeply embedded 
in the pre-Slavonic pagan period, i.e. in the time when these peoples had lived together in their old 
homeland. Although Macedonian harvest songs share many common elements with the same songs of 
other Slavonic peoples, testifying to their common origin with the above-mentioned songs’, they have 
developed a series of particular characteristics by some of these peoples and countries” (Veli¢kovska, 
2002: 111). 

In Macedonian harvest songs we can notice a large number of the cadenza patterns, stressing 
the existence of some peculiarities of cadenzas. Cadenza appears most frequently with the crossing 
of part VII/I, typical not only for the harvest but for the other kinds of songs of the so-called drone 
type singing. The way of ending progresses in unison in finale G, or hypo-finale of the first voice. In 
Macedonian harvest songs drone with its laws represents a basis for the classification of two-voiced 
singing (audio ex. 6). 

When comparing Lithuanian harvesting melodies with Macedonian examples, one can easily 
note their remarkable similarity. There is but one surprising point: Macedonian melody in the same 
mode as its Lithuanian counterpart is understood and transcribed (notated) as starting on the seventh 
step of the scale and closing on the first (hence the scale VI/-1-2-3) (ex. 7) whereas the Lithuanian 
melody begins on the first step (in some versions on the second step) and ends on the second (hence 
the scale /-2-3-4)° (ex. 8, audio ex. 7). 

Yet, in case of drone polyphony both Macedonian and Lithuanian songs feature a sustained 
first step, with a sole difference that the final second in Macedonian songs sounds between the steps 
VII-I/first step (in principle, the 7" step is filled with the first, and the 1“ one is filled with the second 
voice), while in Lithuanian songs it occurs between the first and secondsteps. Despite these differ- 
ences of mode treatment, both peoples tend to end a song with the interval of second, referred to as 
“the unison of the second” by Veli¢ékovska. The use of the second in folk music Svetlana Zaharieva 
considers as a “timbre and acoustic phenomenon”, linked with the effect of the acoustical beating, to 
which folk singer has been accustomed since his early age and he identifies it with the sound of the 
bells (Zaharieva, 1984: 72). 

The circumstances of performing the harvest songs coincide as well. Namely, these songs are 
sung in the morning, at noon, before night falls and upon returning home from the fields, have a 
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magic-ritual character and also a precisely fixed order of their performance (as far as I know, the same 
can be said about the songs from certain regions in Bulgaria and Serbia). Therefore, Dziikijan drone- 
style harvesting songs “admitted” into the family of Balkan rye harvesting songs (more specifically, 
two-part drone songs). Many researchers believe that the roots of these songs should be traced in the 
pre-Slavic culture, possibly associating them with the old Thracian, Illyrian, or other tribes. 

The melodies of the first voice in the rye harvesting drone songs are exceptionally winding and 
omate, with abundant melismas. According to Anna Czekanowska, such examples of richly orna- 
mented melodies within the narrow ambitus date back to very ancient times: they might even be of 
Asian (Oriental) origin (Czekanowska, 1972). 

Jordania attributes these mixed styles of polyphonic and monophonic elements to Indo-Euro- 
pean legacy (Jordania, 2006: 222). “Moving through Europe, the Indo-Europeans were constantly in 
constant contact with the autochthonous population of Old Europe, with the supposedly polyphonic 
traditions of drone polyphony. During centuries and millennia after the arrival of the Indo-Europeans 
these two cultures and their representatives interacted, mixed and gave birth to the new combined 
traditions of polyphonic singing. The typological closeness of these “mixed” polyphonic traditions is 
quite clear. Main reason for this closeness must be the fact that in all these cases there was a similar 
mixture of two different types of cultures: 

(1) Drone dissonant-based polyphony of the old European populations, and 

(2) “Richly ornamented, free rhythm and non-metric time based monophony of the populations 
brought by at least some migration waves of the Indo-Europeans” (Jordania, 2006: 222-223). 

Taking into account Jordania’s insights, one may presume that at some stage in the past the har- 
vesting drone songs recorded in Dztikija region separated from their kin on the banks of the Danube 
— the birthplace of Old Europe. They gradually acquired more features characteristic of monophony: 
rhythmic fluency, modal richness, melodic expressiveness, etc. Still, one should not eliminate the pos- 
sibility that these features (characteristic of monophony) were also formed in the ancient past, prior to 
Indo-European migrations. But that is a very complex issue which remains open. 

There is yet another unanswered question: after all, how does Dzikijan drone correlate with the 
second-based sutartinés prevalent in Northeast Lithuania? It is well-known that the two represent 
quite disparate phenomena (sharing only one thing in common: the final interval of second). Tak- 
ing into account the currently available data, it does not seem plausible to speak of a former integral 
area of Dztkijan drone and the sutartinés polyphony. Let us leave this question open for the future 
investigations. 

This report does not aim to provide definitive conclusions and generalisations. It merely states 
the fact that even in the beginning of the 21“ century new “discoveries” are possible, thus encourag- 
ing the critical review of the presently established typology of Lithuanian traditional singing and 
proposing the creation of a new classification system. In the beginning of the 21* century I consider 
the songs performed by the women from Nibragalis (Panevézys district) as the odd remnant of Lithu- 
anian bourdon tradition, yet the century-old recordings testify to the existence of drone polyphony 
in Lithuania. I think that the examples of Lithuanian drone singing recorded in Dziikija region might 
well contribute to the new comparative research. 
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Notes 


' Medieval pictures sometimes also show an instrument capable of playing just a single, sustained note or pair of 
notes - what we call a “drone”, or, as in this example, a bagpipe with drone. Such a drone is never indicated in 
medieval manuscripts. It is added by modern performers. Again, it is important to realize that the addition of a 
drone does not change the status of the music as monophony. It does not change it into either polyphony, or ho- 
mophony (the two other principal textures of Western music). 


http://ccnmtl.columbia.edu/projects/sonicg/terms/monophony.html 


> Comparing separately the characteristic elements of the harvest singing within the Shop ethnic area, which lies 
on the borders between Macedonia, Serbia and Bulgaria, it can be concluded that there is a big similarity not only 
in terms of customs that accompany the harvest activities but also the very way of performing the harvest singing 
(Velickovska, 2002: 111). 


3 That is why Cetkauskaité, the specialist in Dzikian melodies, defines the type of fourth-tonal rye harvesting song 
melodies as “a major version of melodies with the digression to the key of the supertonic at the end” (see comment 
to 54a and 54b in Cetkauskaité, 1981: 498). 
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Audio Examples 


Audio example 1. Oi tu aglala (Oh, you spruce). Recorded in 1965 from Broné BoguSiené-Varnelyte, 63, Lazdijai 
district. Transcribed by Giedré Razmukaité (Cetkauskaité 2007, N 91). 


Audio example 2. Oi, as pjaunu (Oh, I am cutting the rye). Sung by Katré Silinskiené, age 68, Andriiinai village, 
Alytus district. Recorded in1938; LTR pl. 910(4) (Nakiené and Zarskiené 2005, N 16). 
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Audio example 3. Atjoc berneliu (The dear boy will ride). Recorded by Eduard Wolter in Perloja village (1909); 
transcribed by Audroné Vakariniené (2010) (Nakiené and Zarskiené 2011, N 28). 


Audio example 4. Siy tamsiy naktelj (The road is long on this dark night). Recorded by Eduard Wolter in Guda- 
kiemis village (1909); transcribed by Audroné Vakariniené (2010) (Nakiené and Zarskiené 2011, N 31). 


Audio example 5. Oi, as pjaunu (Oh, I scythe on the high hill’). Recorded by Eduard Wolter in Gudakiemis vil- 
lage (1909); transcribed by Audroné Vakariniené (2010) (Nakiené and Zarskiené 2011, N 35). 


Audio example 6. Zhetva se zazhneva (Harvesting song).Sung by Mitra and Stojna Tasevski, Vill. Malino, 
Svetinikolsko; AIF m.]. 2149. Recorded and transcribed by DuSko Dimitrovski in 1971 (Rodna Veli¢kovska 
2002: 133, N 23). 


Audio example 7. Vaiksciojo tévulis pabarémis parugémis (Father walked along the rye field). Sung by singers 
from Lieponys village, Trakai district; recorded by Daiva Vy¢iniené in 2000 (Vyéiniené, Daiva (comp.) Dzitkija. 
Piety dztiky dainos. Lietuviy tradiciné muzika ‘Dzitkija. Songs of Southern Dziikai. Lithuanian Traditional Mu- 
sic’. Vilnius, 2000. N 4). 
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Isasw@omo 1. Oi tu aglala (, 8396096). Bs gGowmos 1965 GF. 346g der949920969-39dg~mo/Hgb0a96, 
63 F., msbeosob AgQZambo. 3990R3%s g09EH] M9bI-y350(8)99 (Cetkauskaité 2007, N91) 

Example 1. Oi tu aglala (Oh, you spruce) Recorded in 1965 from Broné BoguSiené-Varnelyte, 63, 
Lazdijai district. Transcribed by Giedré Razmukaité (Cetkauskaité 2007, N91) 


A-g- la-la sid - buo - __ne(la). 


-lio - 5 -lia-m Gu - |- 
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dvogs~omo 2. Oi, as pjaunu (ce, d9 $3934 3930). BjdbO. 3G] yorroblb 30969, 68 G- bong. sbemo-ybs0, 
sos ybob Gga0mbo. BG ghoeos 1938 GF. LTR pl. 910(4) (Nakiené and Zarskiené 2005, N16) 
Example 2. Oi, ai pjaunu (Oh, I am cutting the rye) Sung by Katré Silinskiené, age 68, Andritinai 
village, Alytus district. Recorded in1938; LTR pl. 910(4) (Nakiené and Zarskiené 2005, N16) 


OT ———— re 


= @ = z = os « E 

mi rm & r] Za _ 
‘ ¢ = a 
haa | ; q. ==> [ 
' ——__= © e " @ * # a i 

= * z ae i 
"s I i 

Sb ee = i ————=— 
t a* «# # . av? 


Iogom@ono 3. Atjoc berneliu (dqgq33069dnc0 dogo (36960 473d). BsoG gs geASGE 3Mc~h]GIS 4-93. 
39Hemasdo (1909). gsdoy3%s s4@Gmb7 393960609699 (2010) (Nakiené and Zarskiené 2011, N28) 
Example 3. Atjoc berneliu (The dear boy will ride). Recorded by Eduard Wolter in Perloja village 
(1909). Transcribed by Audroné Vakariniené (2010) (Nakiené and Zarskiené 2011, N28) 


Par = La = [= k & \ — a, 
at zi a ee | = ele a a = 
a - = - # = # # we Pa 
Li ad Ff Fr Fr re 
‘1 , : 
a . — — 
fyi |: - * == ; — ; zs * £ \ 
aT = # es =« i §F *, a ne 
Ff i r Fr 
‘] ki ] i 
7 ‘a ; = P| 
fis = 4 => i = — 
fa? a «= = - © = az a Fi = = 
. = Ez = SS 
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dsgocon0 4. Tohi neiu siin laulda (0f 3306980 36 deog05b). Bf gMs 8883999 bb nesbsgeqn 
gb@bgnd0 (Tampere 1983: 71, N 87). 

Example 4. Tohi neiu siin laulda (No Maid sings here). Recorded by Tampere in southwestern 
Estonia (Tampere 1983: 71, N87). 


Sat 


dsgsmano 5. Siy tamsiy naktelj (3%3 36d9er03 3d 669c0 @dd9b). BsoG gs gre-qsGeE Z3-0m~BgGds borg. 
ajgog0gd0bdo (1909). gsdogms sq{e@Mmby 393906og69d (2010) (Nakiené and Zarskiené 2011, N3 1) 
Example 5. Siy tamsiy naktelj (The road is long on this dark night). Recorded by Eduard Wolter in 
Gudakiemis village (1909). Transcribed by Audroné Vakariniené (2010) (Nakiené and Zarskiené 
2011, N31) 


a. io 
pats L i B = = =: = 
. 5 
ot re ee -_fe © & #£ 
rT] - . = 
f F Fi # 
e 
"al ah = hi 
. = a 
pres we] gy Hk 1h —p- + i 1 
4 = k i 
a aaa PP Be oe ee a sf 8 
Fore Ff Fo fF ef PF PF PP ee Pe ror Ff « 
a. ha = i rs . 1s 
= “ 
aif 5 4 a CT ' 
La # m. ” 
= Fe ¢£ = fF rt # 
of F F f 


Isgscono 6. Oi, as pjaunu pjovéjelé (eo, 84 3000633 Adee 003%). bso {Ms gros 3eG)j4IS b0rg3. 
ajrmsgogdabdo (1909). asdaogms syeGmby 39390609699 (2010) (Nakiené and Zarskiené 2011, N35) 
Example 6. Oi, as pjaunu (Oh, I scythe on the high hill’). Recorded by Eduard Wolter in Gudakiemis 
village (1909). Transcribed by Audroné Vakariniené (2010) (Nakiené and Zarskiené 2011, N35) 


ao i 7 
ur] = 2 mw ai = i —_ = 


1} ia 55 7 i ls we ae ize es Pi iF fon 


Z = rn =a aiThie, Pp 
jp tee Ege ga Eee Be Pegs Sage 
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Isaom@ono 7. Ej Koliko je Vransko pole (jgemcoojzer 363bb300b dobE04 9). B79. IoGOS ws boobs 
89693430980, bg. Isobe, L378 obo Zeb 3-5 AIF m. 1. 2042, Woerg. 369993M, 3Oshegb30; Gyy9, 
4YIOGS Ld 3798039 GoZe-g3940. BsGgGocera Ed g9doR_MQ~os L3sb 3qmMH{0g3b30b dogm, 1973 GF. 
(Velickovska, 2002, N52) 

Example 7. £7 Koliko je Vransko pole ( Koliko in Vransko field) Sung by Mitra and Stojna Tasevski, 
Vill. Malino, Svetinikolsko; AIF m. |. 2042, v. Knezevo, Kratovsko; Ruza, RuZica and Qubica, 
Nikolovi. Recorded and transribed by Spase Georgievski in 1973 (Veli¢kovska 2002, N52) 


Js Comes 


Isgsmon0 8. Vaiksciojo tévulis pabarémis parugémis (030s dod4394me@3 30306 dobeomGb) Iqdbe. 
8369-63306 30969-349-d0%78)9, 76 GF. 394g6sb GQQambo. bsGgmomos 1956 GF. gsd0343 agbr3s0%9 Agi’- 
39796390699, KTR 51(5) (Cetkauskaité 1981, N. 54a) 

Example 8. Vaiksciojo tévulis pabarémis parugémis (Father walked along the rye field) Sung by 
Maré-Navickiené-Kuodzitté, 76, Varéna district. Recorded in 1956. Transcribed by Genovaité Cet- 
kauskaité, KTR 51(5) (Cetkauskaité 1981, N. 54a) 


393 


ISES 3SHOBCS6O 
(IL&I16I00) 


LISMG IGHN0-659-656I3SHOMENSEN BOLI 
BIEIGCOMESLIGHD LOLSIIS: 
IMS3STBNLNBOSEN ASESVIMIBNL LOLOMNSIGNILD S6SLOGO 


I=JLoZ0C-MHO Shyerobo gobodI-ybo3me~regojHo 33e~g30b gvb-qjyerg3qmo bsfomas. doybyesg00 
sdobs, 89-20 boxy 3-76ob IgM] 6963990, Ist BqdeqQg, 4973 QnHMAQLOZMMMgZO5 saHedso~mgo- 
40 AbyxJmedob376 gsresobsMs, 39 4 374M 393M 9330~939H0 8, dIO BmHob, 376Mo LAmdsH- 
Bo, smbodbogb, Ged dqbogsemjMds shsmobIs bogk3er_JS8+qiH9(30d (900 330EMS. Iqbogs~ojHo sbs- 
MoBabsedo 9dg39%0 QsMyrgqond EsIMz0@7djemg_d0b dob7bo, 933-9300 sbHom, IeamdsMaedb 
Job 39390%8o Bserobab Io Yoy{Mse qggjbsdsder goGQQmGogdns6 96 dIego-ybgdms6~ (Stobart, 
2008: 17). mQdgs, sme sofmgympdsob gsbdsgererdsdo gnbod-qjbozme@mgosda be Ids 3309304 
58 LYxq{MO’ MAgsdo~moHo(303 E8 Agboz0mjHo shoe~rotob Iqnmeqdsob gsbsbergds. IgnmeEmmmgo- 
40 gd6sbegd0b gHM-gMHO A7bsdeom DodsMorgjemgdss Iqjbogve~r3Ho shy~mobob IgG se mdagdyy- 
Ha, peo Ignoeqeal dogds. FobsIe7d067 39d 3307939do FsIrgo@3960 Uasyeob! (Boeawer- 
SEIerbSZ~ gO AbAmbgn0) IMsgserbdosbo LodmgHqdob jdZqGeALO Zo~roOb shsmobob Iyeqemdsb — 
LObHModyQZoqjma (g96sGorgdob) shsmobob I7d3Zq9msaM, MMI{@O’Z SEF QGom0 c~wabazobAojo~es6 
FoMdooJdbs. gb Agnmed gsbbszjqnMy7dom 39M|se Dogbseva,93 aba oDZ0s80 9696b, Gmdgmos 
Agbsb7d. dM] Aq?3ybog_MA~@o 06g MMHds/303 SMbLIdMdL; ‘Bgodm~mg7d9 oMJZob, Gd, 3933779 MgZd- 
MeobHabam, 030 byob <dgqm~obs IqboZ0c HM Lobgdobsy, Jagbseva,9d0. 

Aqdo sbhyemobals mdag4o domosh qhgqqm~me, gOno-bsd-bsbgZ0MAmbosbo yorms, GmdIg@a(3 
33630985 LG’ IMs39embdos6o LsbodeqMe GHOs:eaQ3o0b ydZ;~m9gb BHg7do (39mdme, BHerdob, 
BO JPOOsMA~ E5 LsJmGGForrer bodmg_%qddo). gHo0-b39-6sbg39MBerbosb Zor Lodg’Mogero 
VHOQIGH {QOS s4Z3b Ed Bq0GQ93b IMEEM 74M C5 Lbsd bsbgZsOAmb-jer obGAhZ9emgdb (Asa. 
1). daqmsmmMoagab y3qms3bq HIME 35Gas6Go Bjeaqds 6 daqmob;s6 es Iso 068 jM39e~4Ho 
LHOQIGH {OSs Bjgodergds gsderobsbob Go3b3960b Bqd@7g,0 MsbdodeEg3%md0m 1-3-1-3-1, bes 
40(3639d0 960065396 a6)gM35e~qd0b Lowoeg b9bgg0M%Bmb9ddo. I-yboZ9~—4H 9364 3H093(309- 
Bo gb gome Apjodegds hsaGgeob’ 690m D-Eb-F#-G-A#-H (6doGs@ af 94Q69, GmgZ4(3 
D-Eb-F#-G-B-Cb, 403434 30390 39HosbGho ~mg037Ose© 730- dobsegdos). gom0-bsd-6sb- 
938OGmbos6o Zoere’ WIZOM|]bO {MGHIS G7ea9d3 Lsdo 33,9M0b396, FH-G-A#, Mmdqmo3 903,908 
4874 -jH0ba,06 1-37. adobangob, Mad Fodmoegobon 38 job ymgMowoerds, 3os3obmdn 
3M 9A 976 HL LsJrmGorwm Lodegmoes6 Hahkdmine (dsg. 2, sqgocmdss. 1). 

Lobjb sob dobbom, 93600633, Med hyd dog Imggs6o~ma smFgMomerds FoMderse@a76b go- 
93M G 37d] HAMM ZObbIGAIR00b; SMoJGogedo y3qcmsyqQMo IgGs 4RxGeO Mor-gjcmspose. 
HgQMH3 sggbGH037GIS 399e330939009 oh396s (Ambrazevicius, Partlas, 2011; Partlas, 2012), 
daqMsmMagals 6a9M7db BeomMals a6 gM3909d0 sHs5 BALGse@ JQHM0 ~ws bsdo bsbgaZ0MBebo, Iooo 
Gowmo@) Aqadegds d6od36g@mgbse@ B7Q0339MOb. doq_bgwo30e@ sdobs, Fobsdw7d9M%] boGosdo oH 
33906 GMb 9dL abB {MZ qb0b KybA0 Lowow@y; 3760 g3rggob bogsbos 34643040 303d0M ]d0 


394 365 3968 esbo 


dggMsmMagals daq9%qdb BmMab Es IQ~mmpeodb saqdsob Fab ado. 

A396 Msde 76099 7dBaMO{MO ©5330M%37dd Imgebeabym 4d Lozgombors6 Cszs3doMQb0m (Part- 
las, 1997, 2006, 2010); dogscramse, Bjade~mgd9 oJg9b, Gd ghcm0-b3d-636739% 86036 Zo~erls 
d]3b I-rgweseoGa (396M, GmMI{@ma’y Bjodegds ogo dgq9Ms G, 736-9 CdZ038MIe@ go — FH. 86939 
Aqg,30dmoOs 3O){9M, MEd 3d yocmmdo MmdgMBmbymo ymrgMseomd 7d0 BIoMs@ Bq70(303b 43,994, 
998073 MS6JaIENZMJEMsE55 gvbersagdqjero, HIS — QMO dagMemMagdo, Medqema(y sysero- 
376 MH B3HIrbog{e~ ymd3se~gfbb — D-FH-A# wes Eb-G-H. 34emde983 odsdos, Ged yz9e~m gb 
2533003909 Bjodengds qsMyegow~ ods Lb3o 93393 d0b dogh, MmgMH%(3 L-ydag4@qMo; dsOo- 
$83, 3087380 Bqad~gd9 39 bs30Mb%] s3o~@qQdOjM mohgMsG-qjMsdo sedeshabrb Ls3zdome 09360 
LosoMab3Ger 97% 30(39879309d9. FoHIr~w@gj60~mo Ieorbbyb7d0b dobsbos, Imobsbo’ gm0-bsd-63b69396- 
Berbosbo Zormbsedo, 4mgMH3 I-gbogs9~—jHo bobs gdobsodo, 4936 AqBoe mdagdiéyqMo do~woacde. 

LdbsFyobobogzob, qbeEs A7ZQvbbobrm, Gd CobsModyjQZoqjmo shyerobo gymobbdIodb 393- 
DoMAdbs 339ML0-339ME gsbmsa gdje geoqdqbAgdb (b4ggd96G 904) AmmHob. Momm|jm~o gegdg6- 
Bob 393d0Gb GobsdIe7d9MJ 96 Irdegg6er gegdq6G96, Jobo Imboyo9 AVGmeEgds. y39¢r9 seo bo- 
(08, Merdger’Gae3_ gegd7HGo Agadeg7ds smdmhbegbs, Jabals dos Cob GMHdy309b (gses6sGow~ dob). 
SHsmobab Gq~g9g,960 ‘Agadegds 39 93MMGdOgb L3q303eqMo Lodsmemmgadom; shserotob yHobsernH 
LAseosb] Agadmgds dogomMmMn YAMMdseynHo, g9MJZb-qjeo gMsdsGo30 — Fobgdob ymdsemgeyo, 
AMI{MOy Ledjse~mgdob d-g,3°39db, 9699968) gd0bg96, Mede~gd073 Qoob LabBodbob msbobdse@ oder- 
J8gR9896, Bg3J86sm 2330. 

g0dmg769d3era JqmMEM@Madab goM3Z0MobFGabgdom, GFobsdw@7d9M] _ 39der3309Z9 gRqQWdogd~0 
ImGHoab gsb3sGmg30b (Gasparov, 1969, 1972), sso dow~zobs (Milka, 1982) gs 3ese0d9% 
IS%73-ybob (Mazepus, 1993) bsdMmdgdb, Lowosi3 gsdegpbpdqeoos Aqbogob 339306 wobsMod~7- 
Goma s6omobo. fd’ Jobs6b oH GFoHImseE996b gobsGorgdab shye@mrotob y3qcmo 86m(39°Hob 
390eg996989, dogds%ms3 odsb, Medgmay3 fgdo 3zerqg0b dobbzdsobogo0bs9 dDobsegd0. sbse~obob 
0993904 39d-3bs5b53 Iybogob MAMMHoob Kmgse0 (369d980M, ObgMQd0M, GMgZMMa(399 63j;MsnMo- 
Z0b daq9MQd0b derwose-nHo 93°76)4(30980, Jsno doboeE-jymeds, LAsdo~yOmds wo 9.0. 

Losbseroboe sgoMhog byob LodmgMmgd0b sMo AMsZ9~mbomo 30960 fhsbsGgmo, Mmdgc~m0(3 
39397@> 1976, 1990, 1995 ws 1996 Geogddo RHeo~memg|a LyGmdssb boy}~gddo: 29Ob30bs 
8 do308307d0. Isno QIMSZEmg bbs GsHdMIE3,96b GAmrdobs Es GOP VMq{e boIm_QMsb (bsJow- 
Formm, Ifggdbob, Iobsgemob segdob ws 163.). 939s Lodmgm%s gdg8M9b5 qMm0-bsd-656939H- 
Berbosb Zoro’ Ed gs3hbos G ImeEsmyHa (3968Go 339@smM0gdo. 8dg39%3e, 3s6bsboem3qer0 
I=JbOZ9C}MHO Asbs~ms IE_6IE J7HMI,39MMgZ9605, Md TDobsdegdqemos godemyqbgdqew obs wob- 
FHModjAQojMO shsmobobogzob. 

3362930 ~7S0MZ7e~AbO Lojgombo age, or Mmdg~mo I-ybLogsenmo geogdqbo owes yerRagwaye 
SMFS, MEgMH?3 FqboZoerjHo BobGob Lygdq6Go0 — Age~mecals obeagoe@jsemHo 33,970 Oy 
B3MIebamo 3md3ergJbqd0. Zobsoe@s6 Lye’ IMsgoe~bdos6 bodmy_M7ddo Jbr~rmeE MH sMdmboy~mo 
BOB egJbos, Gmdqe~mos gs6sGampds bydabdogho shymobob asM7dq3 Googmos, gseo3Hy308) 9, ger- 
JB 76H Qd0b Lobaor sd9me AgermeEadab obeagaejse~o-jHa 43,9730 (36 45939968940). gsgss6s~0%] dso 
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ZANNA PARTLAS 
(ESTONIA) 


THE FUNCTIONAL SYSTEM OF THE SETO'! ONE-THREE-SEMITONE MODE: 
AN APPROACH BASED ON A 
DISTRIBUTION ANALYSIS OF MULTITRACK RECORDINGS 


Musical analysis is an essential part of ethnomusicological research. However, since ethnomu- 
sicology turned increasingly towards anthropological discourse in the second half of the 20" century, 
musical analysis has earned a doubtful reputation among many scholars in the field. The reason for 
such a negative attitude towards musical analysis is, as Henry Stobart remarked, “its association 
with imposing potentially inappropriate “outsider” categories or modes of analysis” (Stobart, 2008: 
17). During the last decades, however, we can observe the rehabilitation of this domain of research 
in ethnomusicology and a renewal of the methodology of musical analysis. One possible direction 
of this methodological renewal is a search for more objective methods of musical analysis. In this 
paper I am going to demonstrate my attempt to analyse the ancient mode of the multipart songs of 
the Seto (South-Eastern Estonia) by means of distribution analysis, which originated from descrip- 
tive linguistics. This method is especially applicable to rare languages about which little scholarly 
information exists, and in some sense it can be said that this is the case with the Seto ancient music 
system as well. 

The object of analysis in this paper is the one-three-semitone mode — a very unusual mode, 
which can be found in the older layer of the Seto multipart song tradition (especially in the work, 
calendar, and wedding songs). The one-three-semitone mode has a symmetrical structure and consists 
of one and three-semitone intervals only (ex. 1). The largest form of the scale is composed of 6 notes, 
and its intervallic structure can be expressed by the succession of the numbers 1-3-1-3-1, where the 
numbers designate the size of the intervals in semitones. In the music transcriptions, this mode can 
be written with the notes D-Eb-F#-G-A#-B (it is also often written as D-Eb-F#-G-Bb-Cb, but the 
first variant is logically preferable). The minimum form of the one-three-semitone mode consists of 
3 notes, F#-G-A#, constituting the structure 1-37. The provide the music transcription of the wedding 
song Hahkdmine, which is based on the one-three-semitone mode (ex. 2, audio ex. 1). 

To be precise, the description above is a simplified theoretical construction; the practice is much 
more complicated. As acoustic researches have shown (Ambrazevi¢ius, Partlas, 2011; Partlas, 2012), 
the intervals between the scale notes are not actually one and three semitones exactly, and their size 
can vary considerably. In this paper, however, we are not interested in the precise size of the intervals; 
rather, our subject is the functional relationships between scale notes and the rules of melody 
building. 

Of course, we can already make some preliminary observations concerning this issue (Partlas, 
1997, 2006, 2010). For instance, it can be said that the one-three-semitone mode usually has a clear 
modal centre, which can be the note G or, more rarely, F#. We also can assert that in this mode the 
harmonic sonorities usually consist of the notes that are situated next but one in the scale, which leads 
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to the formation of two harmonic complexes D-F#-A# and Eb-G-B. The problem is that all these 
observations can be rejected by other researchers as being subjective; indeed, one can find quite the 
opposite assertions in academic literature on the subject. The purpose of the present paper is to find a 
rather more objective approach to the one-three-semitone mode as a music system. 

To start with, it should be reminded that distribution analysis deals with the connections between 
the adjacent elements (or segments) of a text. Each element’s connection with the previous or the 
successive element is called its position. All positions in which the element can appear constitute its 
distribution. The results of the analysis can be formalized by means of special symbols, and at the 
final stage of the analysis a formal grammar can be derived — a set of rules that allows us to compose 
the strings of elements which are valid according to the language’s syntax. 

With respect to the methodology employed, the present study stems from works by Boris Gasp- 
arov (Gasparov, 1969, 1972), Anatoly Milka (Milka, 1982), and Vladimir Mazepus (Mazepus, 1993), 
who have applied distribution analysis to music research. It is not my intention to use all the proce- 
dures of distribution analysis, but only those that are relevant to the goals of my investigation. I shall 
express the results of the analysis in the common terms of music theory, such as the modal functions 
of the scale notes, their tension, stability etc. 

The material for the analysis consists of 10 multitrack recordings of Seto songs, which were 
made in 1976, 1990, 1995 and 1996 in the villages of Varska and Mikitamae in Northern Setomaa. 
Most of these are work and ritual songs, such as wedding songs, a herding song, a harvest song, and 
others. All the songs are based on the one-three-semitone mode and have their modal centre on the 
scale note G. Thus the musical material under consideration is homogeneous enough to be used for 
distribution analysis. 

The first question to consider was which musical elements should be taken as segments of the 
musical text — the individual melodic notes or harmonic complexes. Since in the Seto multipart songs 
there are only two harmonic complexes, the distribution of which is clear without any analysis, it was 
decided to take the individual melodic notes as the elements (or segments). The binary connections 
of the melody notes were analysed in each song in the parts of every singer; this was possible thanks 
to the multutrack recording technique used. 

The first step was to compile a distribution matrix (fig.1), similar to those used by Boris Gasp- 
arov, who analysed European functional harmony. In this matrix the pluses designate the possible 
positions of the elements, in other words, the notes of the melody (D, Eb, F#, G, A#, and B), as well 
as the caesuras between phrases (the symbol for the caesura is @). The rows show each element’s 
possible connections with the successive element (these are the right-hand positions of the element), 
while the columns show the element’s possible connections with the previous element (the left-hand 
positions). As one can see, not all positions of the melody notes are possible in the songs based on 
the one-three-semitone mode. For example, the distribution of the scale note B is very limited in both 
directions; not all scale notes can occur before a caesura; and so on. However, such matrices are not 
perfect because they do not show how often one or another connection occurs. 

Therefore another matrix was compiled (fig.2), similar to those used by Anatoly Milka — a 
matrix with numbers instead of pluses. The numbers show the elements’ right-hand positions, or, 
more exactly, the probability of their occurrence expressed in percentage values. If the probability is 
smaller than 1 percent, an asterisk is used instead of a number. Those positions which have occurred 
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only 1-2 times in all the material analysed are not shown in the matrix. 

The matrix with the numbers is much more informative. Firstly, some accidental or non-char- 
acteristic positions are removed from the matrix, and now the limitation of the distribution of some 
scale notes can be seen better. For example, in the first matrix (fig.1) it appears that the scale note A# 
has a free distribution in both direction; now, however, we can see that it has a free distribution only 
in the left direction and its right-hand positions are quite limited. Secondly, the numbers in the matrix 
show clearly that some positions occur much more often than others. It is noteworthy that the biggest 
numbers (shown here in the coloured squares) are concentrated around the main diagonal. This means 
that the most characteristic positions of the melody notes are their connections with the notes adjacent 
to them in the scale. 

According to Milka (Milka, 1982), we perceive the most probable right-hand positions of the 
notes as their main tonal or modal tensions. The example 3 provides the scheme of the tension system 
for the one-three-semitone mode (ex. 3). The directions of the tensions are shown by arrows, while the 
numbers designate the probability of these right-hand positions of each scale note. In this scheme we 
can see that all the arrows point towards the scale note G, which is, according to our empirical analysis, 
the centre (or root note) of the mode. The direction of the tensions confirms that G actually does have 
such a modal function. The other factors that confirm the status of the scale note G as the modal centre 
are, firstly, the fact that it is the only scale note which has a free distribution towards the right and, sec- 
ondly, that the probability of its being situated before a caesura is very high (see the G-row in the fig. 2). 

The only scale note that has a free distribution towards the left is A# (see the A#-column in the 
fig. 2). It’s most probable right-hand position is the connection with the modal centre G (86 %). This 
means that all scale notes can move to the note A#, which then resolves to the modal centre G. This 
suggests that the scale note A# has a special function in the one-three-semitone mode, which can be 
named “modal antithesis”. 

The next matrix (fig. 3) shows the percentage of the occurrence of the elements’ right-hand posi- 
tions with respect to all the binary connections that occur in the songs analysed. There are four bigger 
numbers in this matrix (shown here by coloured squares). All of these are connected with the scale 
notes F#, G, and A#. This means that connections of these three notes prevail in the material analysed. 
This circumstance confirms our earlier assumption that the scale notes F#, G, and A# constitute the 
core of the one-three-semitone mode. The last assertion can be also confirmed by the fact that the 
minimum form of the one-three-semitone mode consists of these three notes, in other words, that there 
are performances of songs where only these three notes are used. 

The scale notes D, Eb, and B are on the periphery of the one-three-semitone mode. They can be 
resolved to the modal centre only through the notes F# and A# which belong to the mode’s core. They 
can also be absent from the scale. The scale notes Eb and B have one more modal function — they can 
duplicate the modal centre G at the end of a phrase. This suggests that the notes G, Eb, and B belong 
to the same harmonic complex of the one-three-semitone mode (as was presumed on the basis of the 
empirical analysis), but only the note G has the function of the modal centre in the songs analysed. 

The next scheme (fig. 4) shows the functional subordination of the scale notes (the mode’s core 
and periphery are designated by the circles), and the fact of their belonging to the harmonic complexes 
(which is shown by the style of the font). 

Some further information about the one-three-semitone mode can be obtained from distribution 
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matrices of a different kind; in this paper, however, I would like to demonstrate one more analytical 
procedure, which can be useful for the analysis of the modal structure of traditional music. This is the 
method of reducing the strings of elements to the core connection, which Boris Gasparov (Gasp- 
arov, 1969, 1972) has used in analysing the harmonic system of European classical music. 
According to Gasparov, all binary connections of the elements can be divided into three types, 
called “constellations” (xocmezanyuu), “determinations” (demepmunayuu), and “solidarities” 
(comudapuocmu). The elements of the “constellations” are equal and independent; they do not need 
each other to appear in a particular position. For example, one of the ‘constellations’ of the one-three- 
semitone mode is G-A#. The distribution of this connection is (Eb—, F#-, A#-) G A# (-Eb, —G, —B). 
As one can see before G there can be Eb, F#, and A# (fig.2). All these scale notes are also possible 


before A#. After A# the notes Eb, G, and B can appear. All these scale notes are also possible after G. 
This means that if we reduce G or A# from this binary segment, no ‘forbidden’ connections emerge. 
In the one-three-semitone mode other ‘constellations’ include D-Eb, Eb-D, F#-Eb, and F#-D. 

The members of the “determination” are not equal; one of them is a “determinant” and the 
other one is a “determinator”. The “determinant” is independent, that is, it can appear in that context 
without the other member of the binary segment. The “determinator” is dependent on the ‘determi- 
nant’ because it needs the other member of the segment to appear in that context. Using the reduction 
procedure we can reduce the “determinator”, but we can not reduce the “determinant”. The list of 
these *determinations” is provided in the fig. 5. It is clearly noticeable that in all the connections the 
“determinants” (shown in bold font) are G, A# or F#, which confirms our assumption that these three 
scale notes constitute the core of the one-three-semitone mode. 

The members of “solidarities” are equal, but they depend on each other. This means that none 
of them can be reduced from the binary segment without the emergence of “forbidden” connections. 
In the one-three-semitone mode there are two “solidarities”: A#-G and F#-G. 

Now, when all binary segments are classified into “constellations”, “determinations”, and “soli- 
darities”, we can begin the reduction procedure. The phrase from the harvest song Le/otamino is 
shown in the fig. 6. The ‘determination’ D-F# can be reduced to its “determinant” F#, the “determina- 
tion” G-F# to the note G, and the “determination” G-Eb also to the note G. The “constellation” G-A# 
can be reduced in two ways. If we try first the reduction to G, the result of the reduction procedure 
is the “solidarity” F#-G, which cannot be reduced. The second possibility is to reduce the “constel- 
lation” G-A# to the note A#. In this case we get the string of elements including the “determination” 
F#-A#, the “determinant” of which is A#. After reducing F#-A# to A# we get the “solidarity” A#-G, 
which cannot be reduced. 

Such operations were carried out on many phrases from the songs, and the results were always 
either the “solidarity” F#-G or the “solidarity” A#-G. If we put these two core connections together, 
we get the harmonic succession, which is provided in the ex. 4 — the major third F#-A# resolves to the 
unison on the note G. This result is significant, because this harmonic connection is the most typical 
cadence in the songs under consideration. 

In conclusion, we can say that the distribution analysis confirms the results of our aural analy- 
sis and provides more information about the one-three-semitone mode. It shows that this method of 
analysis can be successfully applied to traditional music and is especially helpful when we need to 
obtain objective information about unfamiliar music systems. 
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Notes 


' The basic facts about the Seto are as follows: The Seto people name their region Setomaa (in Estonian — Seto and 
Setomaa). The Seto tongue—a Voru-Seto dialect of Estonian—is now spoken by about 5000 people, and belongs 
to the Finnic subgroup of the Finno-Ugric languages. The traditional culture of the Seto differs notably from the 
culture of other Estonians. Unlike most other Estonians, who are Lutherans, the Seto people are Orthodox. With 
regard to music, the greatest peculiarity of the Seto culture is the ancient multipart singing style. The musical 


tradition of the Seto is one of the few in Estonia that has been preserved in active use until today. 


? For more details about the one-three-semitone mode see: Sarv, 1980; Partlas, 1997, 2006, 2010. 
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Audio Examples 


Audio example 1. The wedding song Hdhkdmino, performed by the Helmine choir from Mikitamae village in 


1998. 


gobs SsGGeosbo. LS6SHN0 
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8d29~000 1. QHor0-bsd-b3bgaZ9HHerbosbo gore shal Lodge Momo LAG AIG QoQd0b daqmsmMo- 
30, Medgma73 0qEa9d8 TbMEMo FHM0 Ed Lodo bsbgZsMBbmbosbo ab {MZI9erQd0b5g,96 
Example 1. The one-three-semitone mode is the scale of symmetrical structure which consists of 
one and three-semitone intervals only (1-3-1-3-1) 


Isgo~mon0 2. LofrMGore bodegms Hahkdamine, Gog. dogoGsdgb aqnbeob sqerdobgb AB7beo-qjeg- 
0m 

Example 2. The wedding song Hahkdmine, performed by the Helmine choir from Mikitamée 
village (1998) 


2 : a a, _—— ar —— 1 
= * o : 
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3.Hei-daks et -te siis Es - su, Es-su ris - ti, Es-su, Es-su ris - ti, Es-su. 


Bd29~M0N0 3. g7HM0-bsd-636g350Hmbos6o zoel dobowy_medal bob&qds 
Example 3. The tension system of the one-three-semitone mode 


86 100 


dd39~MaM0 4. dahamseo G97MHM97dS E5 ¥39EP5%] Badsq_mho 3zseEs6bo bam’ Lodmgm|7dd0 ghm0- 
39-656 9398 bobo goromb dsobs%9 

Example 4. The core connection and the most typical cadence in the Seto songs based on the 
one-three-semitone mode 
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byHsm0 1. 83H M3906 Mob gobsMegZobzjmo gvbsFomgds 
Figure | . The distribution matrix after Boris Gasparov 
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byMom0 2: IdGHMH(39d0b shyGeo~mo do~myobyjmo gsbsGomyds 
Figure 2. The distribution matrix after Anatoly Milka 
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UyGsm0 3. gssbs~mobp dq bodmg_m7ddo dabsMymo Aqqmogdgdabsb GsMderJdbowo ds%xe396s 
8 Ba(3004 96-9096 930 8e(396/94do 

Figure 3. The Percentage of the occurrence of the elements’ right-hand positions with respect 
to all the binary connections that occur in the songs analysed 


D ED F# G Af & 


UymsM0 4. 7Hm0-L3d-696739M8bo360 gormb BAbJQombsmyMHa Lobigde: G — ImeEseqhHo 
(96840; A#— does iGo sbdomgbe; G, A#, FH— joemb (3968 Gsm 33,9%9d0; D, Eb, B 
— 320Rb sGsdoHomsea 4394980; Eb, G, B— e5b3360m0 SGdmboy~wo 3rd3eng4bo 

Figure 4. The functional system of the one-three-semitone mode: G — the modal center; A# - 
the modal antithesis; G, A#, F# - the core of the mode; D, Eb, B — the periphery of the mode; 
Eb, G, B — the final harmonic complex 
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UahsM0 5. GHo0-b3d-65bq38MBrbosbo gore: w9h)gHdabs(30980, Bsh37bq6038 AaJo BGagxBom. 
Figure 5. The determinations of the one-three-semitone mode. The determinants are shown in 
bold font 


LahsM0 6. M]eEyIQ00b 36M Ggb0 3M%s%sdo Lelotamino Iobs3~@oab smgdob Lodegmoes6. obM9- 
dom bsh3769d08 MQeEyJ(300b dJodsHo-jemgds 

Figure 6. The reduction procedure in the phrase from the harvest song Lelotamino. The arrows 
show the direction of reduction 
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380M3ILD ILMBRNM MOL 
ISMNBIN 4I3ZINS KHSESVIMISO 
BIMISBNNLS VS S3LOMDONL 5HI03I090 


RECORDINGS OF GEORGIAN PRISONERS 
FROM THE FIRST WORLD WAR IN 
GERMAN AND AUSTRIAN ARCHIVES 


All 
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ISMNIBIN GIBINS BSESVIMION 39MISENSBN (1915-1919) 
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Bo~m wob3980 — dghcrobob sydbmerejob qbaz9ghboh980b 936e034Jo3d0 (Lautarchiv der 
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SUSANNE ZIEGLER 
(GERMANY) 


RECORDINGS OF GEORGIAN PRISONERS 
IN GERMANY (1915-1919) 


Introduction 

In April 2012 in Berlin a new research project started, entitled “Valorization and Digitisation of 
the Recordings of the Prussian Phonographic Commission 1915-1918”. One of the project‘s goals is 
to compile the recordings of The Royal Prussian Phonographic Commission (K6niglich-Preupische 
Phonographische Kommission) on discs and on wax cylinders, which to the present day are divided 
between two different Berlin archives: The wax cylinders are part of the holdings of the Berlin Phono- 
gramm-Archive in the Ethnological Museum (Ethnologisches Museum - Staatliche Museen zu Berlin), 
and the discs are in the Soundarchive of the Humboldt University Berlin (Lautarchiv der Humboldt- 
Universitat Berlin). Within this project, funded by the German Research Foundation (DFG), all re- 
cordings will be made available to the public in a joint internet portal. 

In my paper “Voices from the Past”, published in the proceedings of the first Symposium on Tradition- 
al Polyphony in 2003, I provided information only about the holdings in the Berlin Phonogramm-Archive 
(Ziegler, 2003: 521-546). Since then I have had the opportunity to do research on the recordings in the Soun- 
darchive as well. What I wish to present today is an initial overview of recordings of Georgian prisoners in 
Germany 1915-1918 in general, and an initial attempt to compare the recordings in both archives. 


History 

The Royal Prussian Phonographic Commission was founded in 1915 and headed by Carl Stumpf, 
professor of psychology at Berlin Friedrich-Wilhelm’s-University and director of the Berlin Phono- 
gramm-Archive. The project was initiated by Wilhelm Doegen, who submitted the idea of recording 
the voices of foreign soldiers in German prison camps to the ministry of Culture in 1914. The com- 
mission began its work at the end of 1915; it included specialists for different languages, ethnology, 
and music, with Doegen as the organiser. In order to provide the best quality in recordings, Doegen 
cooperated with the Odeon record company that made recordings on wax cylinders. These discs were 
later copied and made available for sale; they are preserved today in the Soundarchive of the Humboldt 
University Berlin. At the same time the musicologist Georg Schiinemann made recordings on wax cyl- 
inders for the Phonogramm-Archive. Both collections survived despite turbulent times, and they both 
changed location place and affiliation several times. There is no doubt that the two collections are very 
similar; indeed, they complement one another. According to the Ministry of Culture both collections 
should be kept together. However, in 1919 Wilhelm Doegen took the collection of discs as a founda- 
tion stone for the Soundarchive of the Humboldt University Berlin. Since then, the two collections have 
been separated'. However, there is hope of bringing these two collections together, first through our 
research project in a joint internet portal, and later in reality in the Humboldt-Forum in Berlin. 
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The Recordings 

The collection of the Prussian Phonographic Commission in the Berlin Phonogramm-Archive 
includes 985 wax cylinders together with additional documentation; the recordings of prisoners in the 
Soundarchive comprise 1651 discs with music as well as language recordings. Further, a list of the 
music recordings was published in a catalogue compiled by Fritz Bose in 1935 (Bose, 1935). Besides 
the discs, the Soundarchive holds additional information, such as personal questionnaires for each 
informant, original texts, phonetic transcription of the text and translation into German. A search for 
the holdings in the Soundarchive is also possible in the internet”, where one can get basic information 
on the content of the discs, but not on additional documents, and one cannot listen to the recordings. 

The intention of the Phonographic Commission was to record music as well as language. The 
Phonogramm-Archive was not interested in recordings of language, but solely in recordings of music. 
Therefore, recordings of language, that is, spoken words, stories, dialects etc., are found only on discs, 
whereas music was recorded on wax cylinders as well as on discs. The recording procedures suggest 
that the wax cylinder recordings were made first, and after listening to them, the commission decided 
which items should also be recorded on discs. 

The recordings in German prison camps were carried out in different ways. The recordings on 
discs — well prepared by Doegen — required a whole team: one or more technicians from the record 
company, a language specialist, usually a professor of a German university and Doegen himself as 
organiser and secretary. 

Recordings on wax cylinders were less involved: the group was smaller and the recordings were 
probably made in a more intimate situation. Georg Schiinemann handled the phonograph and wrote 
the protocol, and the texts to the music were written down and explained/translated by a language 
specialist or an interpreter. 

Members of the Prussian Phonographic Commission were foremost interested in foreign lan- 
guages and traditional music of different ethnic groups. Especially the different ethnic groups in the 
Russian army were of interest for the German researchers. Not only Russian, but also Ukrainian, 
Georgian, Armenian, Estonian, Lithuanian, Tatar, Komi, Tshuwash, Bashkir, Kirgiz, Mari, Wotyak 
and Tsheremiss soldiers, among others, who served in the Tsarist army, were chosen for this project. 

Nineteen Georgian soldiers were recorded in different prison camps between 1916 and 1918: in 
Mannheim, Puchheim (near Munich), Miinster and Sagan (today Zagan in Poland). Georgian songs 
and language recordings have been identified on 33 discs and 69 wax cylinders. Of the 33 discs, 10 are 
exclusively language recordings (6 Georgian, 4 Megrelian), 20 discs contain music only, 3 discs pres- 
ent a mixed repertoire of songs and spoken song texts. The wax cylinders contain music recordings 
only. A survey in Georgian and German is published in Anzor Erkomaishvili’s catalog “Georgian 
Phonogram Recordings Abroad” (Erkomaishvili, 2007). 


The Questionnaires 

The persons who sang or spoke were asked several questions before they were recorded. Besides 
identifying themselves by name and age, they had to announce their birthplace and how long they had 
lived there. In addition, they were asked where their father and mother came from and what national- 
ity and tribe they belonged to. According to the personal sheets kept in the Soundarchive, the singers’ 
age ranged between 23 and 38 years. Among the 19 Georgians singers, 10 were from Samegrelo, 2 
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from Guria, 2 from Imereti, 1 from Kartli, 1 from Kakheti, 1 from Meskheti, 1 From Khevi and 1 
from Racha 

The singers’ education was also part of the questionnaire. Only a few did not have any education, 
while most of the Georgian singers had basic education in an elementary school; several also attended 
schools in small towns, and one went high school. 

The singers’ profession was the last question in the questionnaire; 11 announced to be farmer or 
winemaker, several others were salesmen; one was a cook, one a clerk, one a butcher, one a land own- 
er, and one a doctor’s assistant. 16 of them declared to be Orthodox Christians, 3 of them — Catholics. 

Questions about language skills were especially important for the members of the Phonographic 
Commission, since research on spoken languages among the prisoners was one of the aims of the 
linguists. They asked the prisoners questions such as: what language did the person regard as his 
mother tongue, which language did he know other than his mother tongue, and was he able to read 
and write other languages too; if so, which language(s). According to the questionnaires 10 persons 
declared Megrelian and 9 persons Georgian as their mother tongue. Most of the prisoners claimed to 
speak Russian too, which is plausible, since they were serving in the Russian army. On the basis of 
these answers, it is understandable why some song texts were written down by the singers in their own 
script and others not. The text in phonetic transcription and its German translation were written down 
by the linguist Adolf Dirr, who had spent several years in the Caucasus and also made phonographic 
recordings for the Phonogram archives in Vienna and Berlin*. Dirr served not only in German prison 
camps as a specialist on Caucasian languages, but in Austria as well (Lach, 1928, 1931). 


Repertoire 

Recordings of languages preserved on discs in the Soundarchive present spoken words, num- 
bers, proverbs, a dialogue between two peasants, short stories, and the Lord’s Prayer. My focus is now 
on the music recordings. 

The repertoire of the singers covers a wide spectrum of music. The only specialist on Georgian 
music and language was Adolf Dirr, who was familiar with the topic since he published Georgian 
songs in the journal “Anthropos” (Dirr ,1910). 

The majority of the songs performed by Georgian prisoners was traditional folk songs. While 
the songs recorded in Miinster and Mannheim were mostly solo songs, the songs recorded in Puch- 
heim and Sagan were sung polyphonic. Megrelian men formed a group in Puchheim; they sang only 
a few songs. The group from Guria was headed by Victor Megrelishvili and sang as a trio, presenting 
some famous Gurian songs like Khasanbegura, Vodila, Ali Pasha, and Chven mshvidoba. A whole 
chorus of 10 prisoners was recorded in Sagan. Accordingly, the repertoire was broader, and well- 
known Georgian, Kakhetian and Acharian melodies were recorded, among them the songs Thebrone, 
Namgalo, Tamar kali, Samshoblo Khevsurisa and others. 

Besides traditional polyphonic folk songs, a few church songs and popular songs were recorded 
as well. All texts were written down by Dirr, and he also wrote comments on the content of the songs 
and explained their local origin and historical context. Unfortunately, the musicologist Georg Schiine- 
mann made only a few comments. He noticed a slight difference in the melodies, when the songs were 
first sung without being recorded, just for practice, and the later recorded performance. In general, the 
protocols are very short, and they do not give any information about the impression that the commis- 
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sion had when recording and listening to these impressive songs. 

Later comments have been found in the protocols of the Soundarchive, made by Aleksandr 
Oganezashvili, a professor of Oriental music in Yerewan. Oganezashvili visited the Soundarchive in 
1927, and Doegen recorded his playing Armenian and Georgian folk songs and scales on the violin. 
Most likely Oganezashvili was also asked — or he himself asked — to listen to the recordings of the 
Armenian and Georgian prisoners of war. As a specialist for Georgian music he commented on the 
songs shortly, praising the valuable recordings, the wonderful voices or an interesting counterpoint. 


Recordings on Discs — Recordings on Wax Cylinders 

The recordings on discs and wax cylinders are similar in content, but different in technical as- 
pects. No doubt, the quality of the recordings on discs is much better than those on wax cylinders. 
However, the general atmosphere during the recording sessions was probably more relaxed during 
the phonographic recordings. 

The recording sessions resulted in 23 discs in the Soundarchive with 51 music pieces, sung by 
17 different singers, and 69 wax cylinders in the Phonogramm-Archive with 96 songs, sung by 19 
different singers. 

16 singers were recorded on wax cylinders and discs, namely, Platon Machaidze and Giorgi 
Nalekrishvili in October 1916 in Mannheim, Athanase (Avtandil) Gegelia in March 1917 in Miin- 
ster, the Megrelians Vasil Khubulava, Aleksandre Korkelia and Ermolai Kurava in February 1917 in 
Puchheim, and Victor Megrelishvili, Warden Dadiani, Domenti Goguadze, Kalistrate Kankava, The- 
odor (Fjodor) Targamadze, Grigol Khorava, Nikoloz Qazbegi, Platon Shervashidze, Mikheil Kiria 
and Sardion Gogelia in February 1918 in Sagan. While Platon Machaidze, Giorgi Nalekrishvili and 
Athanase Gegelia were recorded in both cases as solo singing, the group in Puchheim, consisting of 
3 Megrelians, and the group in Sagan, consisting of 10 men including the Gurians sang in choruses. 
While the recordings of Georgian prisoners in Mannheim 1916 and in Miinster 1917 did not reflect 
Georgian polyphonic singing, the recordings made in Puchheim 1917 and especially in Sagan 1918 
were exclusively concentrating on polyphonic singing. It was obviously the special kind of poly- 
phonic singing that attracted so much interest among the members of the phonographic commission. 

It is noteworthy that the phonographic recordings on wax cylinders were recorded first and that they 
usually served as examples for gramophone recordings. This practice explains why the number of music 
pieces on records is smaller than on wax cylinders: only the best pieces were chosen for recordings on discs. 

Recordings of Georgian prisoners in German prison camps were subject of research carried out 
by the musicologist and ethnologist Siegfried Nadel in the beginning of the 1930s. Nadel transcribed 
the melodies of the songs from the records and published them together with a comprehensive intro- 
duction as ““Georgische Gesinge” in 1933 (Nadel, 1933, Ziegler, 2010: 97-115)*. It should be men- 
tioned that the examples transcribed and published in Nadel’s book stem from the discs only, wax 
cylinder recordings of the Georgian prisoners are not mentioned at all. 


The Recorded Material will be Presented now According to the Date of Recording and the 
Prison Camps 

1. Mannheim, 1916 

The recorded material in the prison camp at Mannheim in October/November 1916 comprises 
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23 wax cylinders with 32 different pieces, 14 sung by Platon Machaidze from Imereti, 11 sung by 
Giorgi Nalekrishvili from Eastern Georgia. They both were also recorded on discs, while a third 
singer was recorded on wax cylinders only. On 10 discs 24 pieces were recorded, among them 16 
songs. Machaidze is represented with 13 songs on 6 records, Nalekrishvili with 3 songs on 4 records. 
The repertoire overlaps partly; for example, songs like Gaprindi, shavo mertskhalo, Mravalzhamier, 
Orthav tvalis sinatlev and others were recorded on wax cylinder as well as on discs. According to 
the annotations both singers had good voices and a quite large repertory. However, both singers were 
recorded separately and did not sing together’. 


2. Puchheim, 1917 and 1918 

The recorded material in the prison camp of Puchheim in 1917 comprises 9 wax cylinders and 
9 discs. Besides recordings of the Megrian language, a trio was recorded, consisting of Vasil Khubu- 
lava, Alexandre Korkelia, and Ermolai Kurava. They sang Megrian as well as Georgian songs, and 
the repertory on wax cylinders and on discs is more or less the same: Patara saqvarelo, Bedinera, 
Murman, Rasharera and Kriste aghsdga. Sergo Bocherashvili from Imerethi was recorded on discs in 
Puchheim in 1917 as well, but his voice was not recorded on wax cylinders. In addition, wax cylinder 
recordings were made of Vasil Gagloshvili in Puchheim in 1918, but there is little information about 
the singer or about the songs that he sang’. 


3. Miinster, 1917 

The repertoire recorded in the prison camp at Miinster in March 1917 includes 11 songs on 8 
wax cylinders and 3 songs on | disc. The singer was probably the same, but in the Phonogramm- 
Archive’s documents the singer is Athanase Gegelia, in the Soundarchive Avtandil. The Commission 
did not rate his singing skills as good, so he was recorded as a speaker instead. 


4. Sagan, 1918 

The material recorded in the prison camp of Sagan in February 1918 on 19 wax cylinders and 11 
discs is the most comprehensive and comprises 15 different pieces. Here the recordings completely 
overlap, because the gramophone and the wax cylinder recordings were made immediately one after 
the other. 

A few recordings were made of a Gurian trio consisting of Victor Megrelishvili, Grigol Kho- 
rava and Kalistrate Kankava, and of course they performed typical Gurian songs like Khasanbegura, 
Vodila, Ali Pasha, and Chven mshvidoba. While listening one may notice that the singers did not 
totally master their voice. The song sounds like a rehearsal. However, the krimanchuli singer Theodor 
(Fjodor) Targamadze was quite good, but the others did not support him accordingly. 

In the course of the session more singers joined, and the last 8 songs were sung by 10 sing- 
ers; besides the Gurian singers there were also Warden Dadiani, Domenti Goguadze, Nikoloz Qaz- 
begi, Platon Shervashidze, Theodor (Fjodor) Targamadze, Mikheil Kiria and Sardion Gogelia. For 
every singer a detailed questionnaire was made. The songs performed by the whole group include 
well-known songs Tamar kali, Thebrone, Tsoli gamididgulda, Kuchkhi bedineri, Patskha, Namgalo, 
Samshoblo Khevsurisa and others’. There are more songs on wax cylinders, but according to the ex- 
planation written by Schiinemann they served as an exercise for the gramophone recordings and not 
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all songs were sung properly. 


Conclusion 

Summing up we may state that a great variety of singers and songs was recorded in German 
prison camps. The range in sung music provides insight in the repertory of Georgian traditional and 
popular songs of one hundred years ago. The most fascinating aspect of the Georgian songs was the ex- 
traordinary polyphony, later discussed in the publications of Lach and Nadel (Lach, 1928, 1931; Nadel, 
1933). However, in contrast to the respective recordings in Austrian prison camps, the voices of poly- 
phonic songs were not recorded separately in Germany, but in general and especially in the repertory 
the recordings of the Georgian prisoners of war in Austria and in Germany reveal great similarities. 

The question arises as to how it was possible that singers from different regions and backgrounds, 
who by chance were together in a German or in an Austrian prison camp, knew the same songs. 
Gramophone records were recorded in Georgia long before World War I, and they were probably also 
known among the Georgian population, at least in towns. Most likely also the Georgian singers in pris- 
on camps knew the gramophone records and were familiar with the repertory. A careful comparison 
between the repertories published in Georgia before World War I and the songs recorded in German 
and Austrian prison camps will hopefully demonstrate their close relationship. Much work still must be 
done in evaluating the historical songs recorded in prison camps. Most of the songs are still sung today, 
and they offer a wonderful chance for historical studies in ethnomusicological research. 


Notes 


' More information on the history of the recordings of the Prussian Phonographic Commission can be found in 
Ziegler, 2000 and 2003: 97-115. 


* http://www.sammlungen.hu-berlin.de 


3 More information on Adolf Dirr’s music recordings, kept in the Berlin Phonogramm-Archive can be found in 
Ziegler 2003: 521-546. On Dirr’s recordings in the Vienna Phonogramm-Archive see the article of Nona Lo- 
midze (Lomidze, 2006: 513-522). 


* An excerpt of Nadel’s book has been translated into English and published in Tsurtsumia and Jordania, 2010: 
1-17. 


° An audio example (PK 489/1 Lautarchive) has been played which corresponds to Nadel’s transcription no. 6a. 
° An audio example (PK 709/1 Lautarchive) has been played which corresponds to Nadel’s transcription no. 13. 


7 An audio example has been played (PK 1165 Lautarchive) which corresponds to Nadel’s transcription no. 12. 
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BIGHLS CI6CSINS6IEGH0, BAHSECG PI6LSOG6IGH0 (53646085), 
6E96S CIDAI (S8EGGH0S/bSISHOBICN)) 


CD 386(MIIG&N: 1909-1915/16 VLISOL 3S86SLN00L 
MIBZOMENL BSESVIMISN 


Agbs30~@mo 

LOL 37606 Q{MmbmgMsdsMJogzob obAmMogjmo hobs} gMQd0 woe abgQMg_blbs oF 3q3b sho IsMher 
F336 93OQOOLS Cs 330Mg30MO AbLAoB-yAqd0b 3:0GGm GFHgdo. qdqQagb’ Gqdob3939do, 93 <jdgqegb 
ALHMHO{M Hs6sGQ{M7ddo CsgafboMpdqjemos gyjcm@qjMgdo ~ws gbgd0, Hedges; 3%96090968)-4Ho 
(33600 }d9d0 gsbaZoeEgb. gb 3erg~g4(309d0 938HHEM Lobmasomgdob yAMIEM7dob dDossyHedb g-yer- 
H_Mbs 5 abFMGosb Asno GFosHIMIodob MJQ0m69sdo (Schiiller, 1999: 9). 

30630E36 ob mMHoymo hobsPGqMgdob wsd7d937d0 woe EMM’ Imanmbgb, yRmbmgZMsdsJo- 
309 gsmofgzo0Go 08 ymmgd3ogdab g0dmJ3qg6q00 3mdg6hoMAd0M, s{ram ymd3oJ8qjMo ~wob39d00, 
863(39dMs WobjoMs Cs dSj3~MgBOM. 9d338MSE, 399073909 ByErdobsF3emdb beob sMs dIoMéeo 
Gdmg96 Isbs~mob. dob sh E87%MgZOb Iobs3q9dms 3d355)4% Cobgo, GOR3O@jQmo bsbom hoGgomo 
MHagobsemqHo MAdqd0m. AqIeEamrdo DqgbGs3{mob goe30m dob dobbom, 3mdg6GsMgd0b b94(30900 
AbAMMHajMO Asbse~os Doderbo~ Amos 0963d}OHM3Z) H39~Osb{EZ0M. IsMOs~ros, gb 3d76G9H- 
900 39% 5SHJ9H7dL 96 159633309db RM sAMIG-{M53 ‘AgbGogcosb, dsgMod domge6 3o0mgdm 
Lo{oMEr 06E3MMHds(303b 09 39H]d-9d9dbq, Medgmday Iobwos hsfg@s. bof ghamoa Lodegm dob 
39d0R3M jem HJ’ qd0 ws Ls7dHQd0 g30eE30~M db HobsfgM7d0b GobssMbdo hoG3emdsb, Gmd- 
7803, BHO yo_MseEmdob bsMobbob gsdeo, bIoMI@ dbgmse obdobd0. 

AZq96 4339 39d39G0M 12 Lamas, 3093 6 AmIbKseENAdab 38ME(3gbdos. JHM-JgHMO0 dIsmas6os 
1905-19015/16 Geogdob ,,BobsFgMmQd0  goggoboob AggZambaeEsb6~. GmgmG(3 BoGgmob msGo~mo 
3301396994, bamasdo0 Agb-jyemos: semmyR woMob (Adolf Dirr) 3memgdyoo es y{mboaMsdsMJogobs 
8946034460 MsbsdIIAmrde~pdsob — mgm ss0g30bs (Leo Hajek) es G7EMmy3 3obob (Rudolf 
Pdch) do9% MemdqHB ~osbolbogob (Robert Lach) hsGgGora jmergdi3agd0. woGds 1909 Gaels 
399093307939 fo9GsMs EsMAbAsbbs ws Momobdo, bn~me Mobo s6hHHmsmm~mmagdob, Iso Bomol, 
GEM Sobol oba30080300 ~sabodbs 380M39~@mo IbORmom mdob EHMb’ By3qms 49653980 
I-JbOZ9eM}MHO _330M93Z0b SHegJHob bBymddmZs6jmoe. 

077670538 odobs, God Bg7Gdobo_ ,,39335b00b MGgg,0mbo~, Agbsderos, 3Hmd~mgd-Go agers 
LobeZ{MQd0b5 ws gbgjdob M3I5~MbsbHobom, 39 AQZombgd0b fhobsfgMgQdob gsder]gqy6gd9 adergge 
IM 939~MdbMH030 dow~amdob A7bsdergdc~omdsh szosegdajho Abyg~mmdobsmgob. 3930 Mgse~bsb- 
GHobom, gb gsder3qds asd 39388: gomo IbM03, ,,3@mobogqMo~ Logqerg 33629304 TqresM7d9 
AsGqmol L63s gsMAderbosb, 39%drew@, dob By3qns 9653096, sbsbosmgdb sHs dIsMher yob- 
FHOLBL 433~g939Ob9 Ed AZPDLG QM 7Zd}rL BmGob, 9M3d7e a_MIMJosb asdsMXZqdqj~bes wo ILb- 
39M8eb GmGHoab, I78)-65309d9 Ls qjeoob Iba03b LboG7s(309d0; wes AqrM] IbMO3, LsobSg{MAbos 
AsbsF gob 3gngd0b 396b63939d-qjem0 Aqnmeqdabs Es dobbyd0b MgZsembsbMoboo. 


426 Z9O@s mgbersobgMo, BMs6y; cogbersofbgm%o, bobs coodody 


OHO 3mmgJ(309 

gM 3 Hb, sy Coho, MmobazobAo Es gnbrermgo, 1901 Forwb mda~ob’do odg- 
01939308; 030 EIMAS 35339b00b MqQ,0Mb6Go Ed 385AGd}{Ms Msgobo 330939 1913 GFresdeg, bs6sd 
doyOb bobs bsdQGE gnbmaMs Zo yAmo A_bT AOL’ 3-4O.BMMIe@ CsobodbA|dM~@s. vd WHmal gebdo- 
302d9do G7Jdbs bambsFgGo shasModgd0b, HoBegdobs E8 gmbmgMsyZoyjmo sMbhog3oJGqd0b, 
R3ObMgZMs3bq hofgmoma gbobs wes Igbogob 3emm|d(309 (Ohrig, 2000). 1909-1914 Geogd- 
Go CoMIS GZOMOL (0w~3539db9 HoG QM FBHMseogaqmo IAyjbo3s, Modqmo3 sbers dqMmobob 
306mg%388%Jo3d0 obsb9ds (Ziegler, 2006: 123-124) gs, 96939, 39d0er73%0 bod-7dq60, Med- 
™97d033 397606 {mbmgMsdsGJogzdos ws37mro. QRybrdo gbg9d0b AsGFg%ob womaby{~ JqnmeEb~s 
5 479904 DqgAber Imbo 1917 Fowb’ VasGosdo, GmrdgQ~mG03 LsqdsHa oyer gJb3ge0(309d01 
LOC cm0bg30b84Ho QHN_IEMQd0b YHmbmMaZMsqQaM B7ZHMgqQd0b AbodZb|-~mdsbs ws (hjJb039%] 
(Poch, 1917: 9). GsMdmorfdo 296463039d9d0b AzsRomeE f376g0b dobbam, Joo bIMZb0b 96 
Hs6bIngbob AqEQ3;@mom, Loy3Zqd0b Logdse@ Cs~msggd0b gb AgnmeEd JgMMA39%0 Io~wgmo gsbes 
933629309008 — aabso3 MsdIGgeGobs (Gustav Ramstedt) es s8%303 (330 oege~berbolorgobs 
(Abraham Zwi Idelsohn). 

Andqmé cmosbo sMob Agbogob BjzeEsMpdomo 33egZ0b smasMgdqemo LSq30s~@mab Go wo 
Aqre9M7d00-Lolhgd-NHO Agbogme~mmaoab g3960b GBbmrdo~mo Lymm@mob yxQdGdeEgQdgQ~mo, Mede~olb 
BMSL0(309db EMAL sa_Mdgeqdgb Zoe 3Mq0 (Walter Graf) ws 3%s6(; H{mgegMdso%o (Franz 
Fédermayr). dobo dos3s%0 dobs6o oger, 3899234396063 373 Bgodergds IgGo bodq_do g5bodo- 
330, bdorg360 Lodqngdab FaMommdboma FysMegdo, AqqQesMgdabs 9.G. Hobseonwo bobsgd980, 
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CD PROJECT: RECORDINGS FROM THE CAUCASIAN REGION, 
1909 AND 1915/1916 


Introduction 

The historical recordings of the Phonogrammarchiv are of huge interest today also outside the 
narrow circle of research institutions and researchers. In many cases, the historical recordings are 
the earliest of their kind, documenting cultures and languages which have since been subjected to 
fundamental changes. These collections, therefore, are also attracting the attention of general public 
interested in culture and history, especially in the regions of their origin (Schiiller, 1999: 9). 

Due to the time-consuming handling of historical carriers the Phonogrammarchiv has decided 
to publish theses collections in the form of a commented source edition, including Audio CDs, Data 
CD and a booklet. Thus, the edition is meant to facilitate access, not only to the sound documents as 
such. The sound documents are therefore accompanied by original protocols, published on a Data CD 
as digital images. A commentary section discusses the historical material from modern perspective 
in order to make further evaluation easy. Although these commentaries cannot anticipate or replace 
more exhaustive treatment, they can provide useful information about the circumstances under which 
the recordings were made. Text transcriptions of the recorded songs and spoken texts will help to gain 
access to the contents of the recordings, which are often difficult to hear due to their historical sound 
quality. 

We have published 12 series so far and six more are on the way. One of those is the series “Re- 
cordings from the Caucasus Region”, made in 1909 and 1915/16. As it is obvious from the recording 
date, this series will comprise two collections — the recordings made by Adolf Dirr and those made for 
Robert Lach by Leo Hajek and Rudolf Péch — technicians of the Phonogrammarchiv. Dirr carried out 
his field research in Daghestan and Tbilisi in 1909, while Lach was appointed as project leader of the 
music studies in the camps for war prisoners during WWI, going back to an initiative of anthropolo- 
gists, among them Rudolf Poch. 

Although the term “Caucasian region” might be problematic in respect of the borders of the 
national states and languages, the decision to publish recordings from that region offers manifold 
approaches for academic discussion. The publication of those recordings is a challenge in many re- 
spects: firstly, the comparison of “classic” field research with another recording situation, namely in 
a prisoner of war camp featuring not only the contrast between researcher and performer but also the 
hierarchy of the victors and the victims in a more or less studio-like situation; and secondly, the dif- 
ferent methods and goals of making recordings. 


The Two Collections 
Adolf Dirr — a linguist and ethnologist, seemed to have been to Tbilisi already in 1901; he con- 
tinued his research and stayed in the Caucasus region until 1913 when he was appointed the curator 


434 Gerda Lechleitner, Franz Lechleitner, Nona Lomidze 


in the Royal Ethnographic Museum in Munich. During that time he created a collection of written 
reports, photographs, and ethnographic artifacts and also phonographic recordings of language and 
music (Ohrig, 2000). In 1909-1914, he recorded traditional music on wax cylinders now in the collec- 
tions of the Berlin Phonogramm-Archiv (Ziegler, 2006: 123-124), and in 1909 he used the Vienna Ar- 
chiv-Phonograph to make language recordings on wax discs preserved at Vienna Phonogrammarchiv. 
Dirr’s method of recording (unknown) languages and his results were referred to by Péch in his article 
on the technique and value of collecting language items with Phonograph during expeditions (Péch, 
1917: 9). The method of arranging word lists with only one vowel or consonant changed to make clear 
the differences in pronunciation became a kind of model for other researchers, e.g. Gustav Ramstedt 
or Abraham Zwi Idelsohn. 

Robert Lach is acknowledged comparative musicologist and father of the well-known Vienna 
school of comparative-systematic musicology as carried out by Walter Graf (Graf, 1954) and Franz 
Fédermayr (Fédermayr, 2013). His main goal was to collect as many items as possible with the pur- 
pose of transcribing, gaining written sources from sound documents, and thus being able to compare 
e.g. tone systems, rhythmical structures or styles, and to show “the developments”, from simple to 
complex construction. His results were shaped by the methods of the time — affected by evolutionism 
and comparison. 


Lach’s Music Recordings 

Robert Lach’s research on the songs of Tsarist Russian war prisoners was part of a large-scale 
project, initiated by anthropologists with the main focus on measuring people, comparing the col- 
lected data, and thus creating a taxonomy of racial characteristics. Thanks to R. Péch, who after his 
expeditions to Papua New Guinea and the Kalahari — from where he brought back numerous sound 
recordings (Schiiller, 2000, 2003) — worked as an archivist and technician at the Phonogrammarchiv, 
this unique opportunity of recording music, unknown at that time, was eagerly seized. Lach’s publi- 
cations about “Songs of Russian Prisoners of War’ (Lach, 1928, 1931) are quite well known, as are 
his transcriptions and the results based on his analysis, culminating in his systematisation of those 
cultures. And, as has always been reported in the archive, this knowledge was based on sound record- 
ings- the primary sources. 

Closer look at Lach’s texts gives a slightly different picture: it was not the sound recording itself 
which was the basis for Lach’s results; rather, it was Lach’s stay for some weeks at the war prisoners’ 
camps, during which he worked with the performers (he called them “human material”, Lach, 1917: 
5), writing down melodies and thus finding the most outstanding, most typical, most interesting kinds 
of songs (each time Lach uses the superlative, Lach, 1928: 5). For him these results were the basis to 
decide which music performed by whom should be recorded. 

The real recording session, however, took place some weeks later (during wartime Lach was 
allowed to stay only for a certain period) and when he returned it turned out that some of the main 
singers whom Lach favoured had been moved to another camp. Thus, the recordings he made were 
the result of his working sessions which had taken place before. Technicians from the Phonogram- 
marchiv were sent to help. The recording sessions in one of the camps lasted only two days, a very 
well organised project, so to speak. The recordings in that case do not stand for primary sources but 
mirror the results of the work already done. But, completely true to the sense of comparative musicol- 
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ogy and the central role of sound recordings, Lach pointed out the importance of the recordings to 
prove his transcriptions, to have a tool for colleagues to correct him, and to ensure better understand- 
ing of his conclusions (Lach, 1931: 3-4). We assume that Lach had to ask those who were available 
and willing to sing at the time, regardless of the fact whether they were good performers or not. The 
singers sang into the horn in their own way, with their variations and improvisations — the fact Lach 
was angry about because he accused those singers of not being able to repeat the song in the same 
way. 

In that sense, one of the singers explained: “Maybe that is your rule in Europe. For us it is com- 
pletely the same. You can sing the song this or that way” (Lach, 1931: 14). 

From today’s standpoint we can question Lach’s results: he worked as a typical armchair ethno- 
musicologist and his results were widely accepted and paved the way for his career. But at present, we 
are more interested in the context, i.e. the historical and social setting, the recording circumstances, 
the performer and his message, the contents of the recording and their evaluation as wee them. 


TK 


When starting the work for the CD, some discrepancies emerged — mainly differences between 
Lach’s results (transcriptions) and the content of the respective recordings. These problems, caused 
by technical limitations on the one hand, and future-oriented recording methods in line with the goals 
of comparative musicology on the other hand, explained in the chapter about specific technical as- 
pects, are addressed by Franz Lechleitner. 


Specific Technical Aspects: Challenges and Innovative Considerations at that Time 


The Recording Unit: Archivphonograph Type IV 

The Phonogrammarchiv of the Imperial Academy of Sciences developed its own recording and 
archiving system. Central unit was the Archivphonograph, a mechanically operated recording and 
reproducing machine working with Edison’s technique. The very first recording and reproducing 
apparatus was very heavy and therefore not very useful for field recording. Hence the Archive techni- 
cian Fritz Hauser (Hauser, 1905), made several attempts to improve handiness and operability of the 
equipment. Just before his death he launched Type IV, the most successful one (Péch, 1914). A wax 
plate served as recording medium. Wax composition consisted simply of cracked wax cylinders. Thus 
the quality of the recording was directly related to the softness of the mass of cracked cylinders. It was 
not uniform at any time. 

The performance of the Archivphonograph Type IV barely matched the standard of the forerun- 
ners. Iron parts had to be substituted by parts made of light metal alloy in order to save weight. The 
spring motor got smaller and the wooden box was not as stiff as before. Thus the noise produced by 
the cog wheels occasionally found its way into the recording chain, and the engine torque was too 
weak to overcome the cutting start immediately and to keep the speed absolutely stable. 


Specific Recording Situation 
In common recording session only one horn was used. But the need to record more persons or a 
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choir at the same time arose very soon. For this purpose a larger horn, or in special situations a split 
array of up to 3 horns were used. 

The speed was set before the recording, usually at 60rpm for speech and 70 rpm for music. 

In certain cases Lach advised the technicians, Hajek and Péch, to record a reference tone (435Hz) 
before the actual performance. This is unusual because Phonogrammarchiv never bet on reference 
tones using the speed readout as reference. In these special cases Lach was probably of the opinion to 
place an easy synchronizing marker for exact replay. And indeed in order to match the reference tone 
without deviation the replay speed has to be set to 72.5 rpm. 

The reference tone causes a problem at the beginning. It leads the actors to perform in a certain 
manner — which they would not do if the reference tone were set at the end of the recording. But there 
is always the risk of space lack. 

Lach’s analytic recordings suffer the problem that in the case of a small choir every singer is 
trained to perform his part within the unit and not as a specific voice. Lach’s idea to use 3 horns for 3 
singers was great but did not have effect he was really asking for, namely easy transcription. At that 
time, this could only be managed with the help of three different recording units (synchronized by a 
reference tone). 

Under studio conditions the frequency response of the recorded sound was comparable to the 
commercial products of the time, but almost no improvement was possible due to technical limitation. 
The dynamics of the incoming sound was compressed to 5 by | and the frequency response was not 
flat because of many resonances produced by the horn and the membrane. 

For certain recordings (e.g. Ph 2755) three horns were used but for manufacturing reasons they 
did not have identical frequency response. Thus the sound of 3 singers was captured differently, and 
therefore the transcription of the individual voices got more difficult. 


Re-Recording 

The collection of Phonogramms is now available in the form of epoxy resin molds. The records 
are replayed with a modern archive turntable offering the complete speed range required. The sound 
will be picked up with a moving magnet stereo cartridge with needle tips in the 200u range. The 
record should carefully be placed in perfect center because every out of center moving will cause 
low frequency wow which cannot be removed digitally. The AD conversion is done with highest 
resolution and a high sampling rate in order to have optimal conditions for enhancement in the digital 
domain. 


TK 


Third chapter, presented by Nona Lomidze is devoted to a rough overview and an evaluation of 
“Lach collection” and focuses on distinct examples to show the problems we face when editing this 
material — problems which could partly be solved by detective work. 


Overview and Evaluation of the Songs Recorded 

This part is devoted to the content of the sound recordings and what the collection looks like. All 
together the collection comprises 24 recordings of songs, 17 are folk songs and 7 would be catego- 
rized as urban songs. The recordings cover 1, 2, and 3 voice recordings. 
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But what is the specific shape of that collection and what are the problems we are confronted 
with? Sometimes only parts of the songs were recorded, and some of the recorded songs are not 
identical with the transcriptions in the publication; sometimes the recordings comprise only parts of 
the songs but the transcriptions show the complete text and music; in addition some of the recordings 
comprise variants today unknown; but judging the correctness of the texts would go far beyond these 
considerations. 

To get an overview about those stocks a chart was drawn which evidently shows the distribution 
of various aspects. Some songs, corresponding to their “problems”, appear in more than one column. 
Numerous examples show problems connected with the discrepancy between the recording and the 
written document. This problem arises from the fact that Lach first made the transcriptions and later 
on, for verification of his transcriptions, made the recordings, but partly with other singers singing an- 
other variant. Concerning the unknown variants I would like to offer two hypotheses: firstly, we could 
assume that these variants were popular at the time of recording, secondly, the singers probably have 
improvised songs which they did not know exactly. Lach did not transcribe some of the recordings — 
in that case he probably changed his working method and just recorded a song which seemed very in- 
teresting to him; finally he either was not able or did not consider it necessary to make transcriptions. 

Fragments can be divided in two groups: firstly, due to the main goal to record as many melodies 
as possible Lach decided to record only one stanza or one phrase of a song, and secondly we are faced 
with the abrupt ending of a song caused by the end of a disc. Although only few tones are recorded, 
those parts could be recognized because of the beginning of the text. Another “mistake” is evident in 
the interchange of texts and melodies. Today we assume that the singers sometimes did not know the 
texts but the melodies, and therefore they mixed them. In this case we are able to recognize the song 
by melody. It should be mentioned that some songs which are typically accompanied by string and/or 
wind instruments are sung without any instrumental accompaniment. Some of the originally three part 
songs are sung only by one or two singers. Maybe they could not find any other musician to join them. 
The songs in three voices sound rather good and are interpreted well, but Lach could only transcribe 
one or two voices. This is exactly the point why Lach was looking for technical help as explained in 
the technical paragraph. 

Five recordings Ph 2751-Ph 2755 from Lach’s collection include two songs Chven mshvidoba 
and Maspindzelsa mkhiarulsa. All recordings comprise two items, and therefore it is not astonishing 
that the second item represents only part of a whole song. Ph 2751 and 2755 are documents of three- 
part singing, recordings Ph 2752-l1 2754 could be called experimental recordings. They are thought of 
as a help for transcribing complex type of polyphony and thus represent only single voice. As already 
explained in the technical part the idea was nice but not as successful as estimated. Now, after study- 
ing each recording the following results turned out: 

Ph 2751: the first song is Chven mshvidoba in three voices — text and music correlate (audio ex. 
1); the second song is Maspindzelsa mkhiarulsa, text and music correlate as well — but they sing only 
one part (mukhli). The recording comprises a nice and well-known variant, but as the time span of the 
disc is limited only its part is audible. 

Ph 2752: This is the recording of middle voice: Levarsi Mamaladze interprets the text Maspin- 
dzelsa mkhiarulsa but consequently on the melody of Chven mshvidoba (audio ex. 2). The second 
song matches Maspindzelsa mkhiarulsa (audio ex. 3) — in that case he switches between the voices to 
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perform “nice” melody for the recording. 

Ph 2753: The singer sings the middle voice of Chven mshvidoba switching between the first and 
second voices with some mistakes (audio ex. 4); he sings on syllables (nanina, nanina, ...). In the case 
of the song Maspindzelsa mkhiarulsa he sings solely middle voice (audio ex. 5). Of course, it is not 
easy to keep the voice when the others do not participate, therefore he made some mistakes. 

Ph 2754: The low (bass) voice is not quite correct because he sang on his own, he sings on the 
syllables nanina, nanina, ... (audio ex. 6); evidently it is very difficult to sing that part on one’s own, 
even for a professional. In Maspindzelsa mkhiarulsa he correctly sings the low voice, starts with the 
text and then continues with nanina, nanina, (audio ex. 7)... 

If you listen carefully you may hear the other voices in the background, which could be the rea- 
son why low voice was sung without mistakes. 

Ph 2755: This recording includes the recording as a whole, with single voices recorded on the 
previous discs (2752-2754); thus, to some extent this recording represents a sum of those recordings 
but with the inevitable variants. Lach’s task to sing on one’s own (for better transcribing) could not be 
fulfilled, because it is completely unusual to sing only one voice — therefore the scientific goal was not 
achieved. Again, the singers used the text of Maspindzelsa mkhiarulsa sang to the melody of Chven 
mshvidoba (audio ex. 8); on the recording the second song features Maspindzelsa mkhiarulsa in three 
voices — but only its part, because the disc had come to an end (audio ex. 9). 


Conclusion 

Based on Lomidze’s idea an experiment showing how the three voices should be composed 
was carried out by Anzor Erkomaishvili using playback (audio ex. 2, video ex. 1, 2). Lach’s histori- 
cal recording featuring the first voice was played and Anzor added second voice. This performance 
was recorded so that in the next step the two voices were played and Anzor added third voice. The 
result was a “new” version of singing in three voices, based on the historical source and performed 
in today’s practice. 

As has been shown the publication of those historical recordings is a challenge from techni- 
cal and from the content-related standpoint. When examining these recordings some new aspects 
emerged shedding light on the working methods, approaches and goals of the time. Finally, these 
recordings evidently represent older layers of a tradition still in use. 
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Audio Examples 


Audio example 1. Chven mshvidoba, recorded by R. Lach. Vienna Phonogrammarchiv, Ph 2751. 
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Audio example 2. Chven mshvidoba (on the text of Maspindzelsa mkhiarulsa), recorded by R. Lach. Vienna 
Phonogrammarchiv, Ph 2752. 


Audio example 3. Maspindzelsa mkhiarulsa, recorded by R. Lach. Vienna Phonogrammarchiv, Ph 2752. 
Audio example 4. Chven mshvidoba, recorded by R. Lach. Vienna Phonogrammarchiv, Ph 2753. 

Audio example 5. Maspindzelsa mkhiarulsa, recorded by R. Lach. Vienna Phonogrammarchiv, Ph 2753. 
Audio example 6. Chven mshvidoba (bass), recorded by R. Lach. Vienna Phonogrammarchiv, Ph 2754. 

Audio example 7. Maspindzelsa mkhiarulsa (bass), recorded by R. Lach. Vienna Phonogrammarchiv, Ph 2754. 
Audio example 8. Chven mshvidoba, recorded by R. Lach. Vienna Phonogrammarchiv, Ph 2755. 


Audio example 9. Maspindzelsa mkhiarulsa, recorded by R. Lach. Vienna Phonogrammarchiv, Ph 2755. 


Video Examples 


Video example 1. Chven mshvidoba, reconstructed variant; performers: Levarsi Mamaladze, Anzor Erkomaish- 


vili; filmed by Nona Lomidze, August, 2012. Nona Lomidze’s personal archive. 


Video example 2. Maspindzelsa mkhiarulsa, reconstructed variant; performers: Levarsi Mamaladze, Anzor Erko- 


maishvili; filmed by Nona Lomidze, August, 2012. Nona Lomidze’s personal archive. 
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3706-3860 8HRS 393439 9dJEra OY ds~mosbh ~wowo bool gsb6dsge~mdsdo — d3. F. 1900- 
e@sb ob. GF. 1700 Freab Romgman ws dobo asderyg6qbo stoom Aprag}Mampdmes. 3d bso3Mo- 
B06 3930(3969d9 Es0F ger Edb53~Mq{H sbooes6h ws smdebs3~mg]n obosde] Ib6mM~mmMeE MMO smob- 
Feeggqm@ol GqdeEq3, Josefos. gqjob g3s6o sMgab absmMosdo 93Me383 IbmM~mMeE smsbo Feob 
Fob H6eEqds, Gb 9d OLAS AIG Hob’ {MGdoL EM|Z96E9C Ie~@gmsdey] gvbgomsMJbo Imdy3o. 
5dM0330, 0863d90HM39, 9. GF. LoyMeqbosbo 3H IbMErMeE sMsb Fae~rb om3gmob, dsdob, Mm@g- 
L373, dabo Gobs3%q60 stosdo 3600 Froab g96do3emerdsdo sHbgdmdebq6. 9d gqmaMsg}oy~mo 9H- 
gomoes6 abobo wssbeomgdon 300 Fook Gob go4% es A7ZIoMbs Ibr~mmeE of, 3o33°bobs 
(b54sGnZ7~O, b’bgnMo Ed 8Rbsbqm0) Es (30ddoMOL 3949s BSGorr’do [bsbBHobs (Ob sosgZ0) 
5 Ab6bLob’ HQoGmMosby]. 


I-gerg obGeMos, d3. GF. 1900 — ob. GF. 1700 Gergdo 

373 63360 34H 80MZIM@ AgbLedmBsdosdo 43. GF. wossbermgdonm 1900-036 Geegddo 
arh6es (bam. 1, 2). 38 sqhomeaM MISMoPEqds HMs3mBob 2 339 sGqob asdeobsbyecrgdom. 
JODO 39M GBoZ9e—M4Ho Bq{Oberg960 8H}, bo~me IqmH] — sImHobmbAse~myMo. sMsbo Grrom 
$M], 965d 343beg960 9639d0 gZ5dDMALG7IMES, IgbmM3MBsdosdO 39339 gdCMO ayer Ms8Em3Zsbo 
53900, Md0M9dd573 SMbLAdds 43. GF. 1900-086 F9ddo A7GygoGo, LGM] dvdob, Gmeqbo3 
37963860 93960 BjoJdbs (WAM. 3). MIEMg860 9HY}7d0 IbM~MeE obeEmgmdo ByOMAS (bam. 
4). abemgno 3_{Mb 33860 sMyZqQd0b sbosdo 3934 3g~Mg60b QHMse{Mmo FysMr asbes, LFmMJe 
dJqe@s6 39343 9mes gb b53%330 LsdIbAQM-sEdEbs3z~m qn sbasdo, 394dmMeE, d0Mdsdo (by. 5). 

Ig6M3MBsdo0e@96  y3VMbgs6o 9%}9d0 Ms30e@86 OMs6Go |936739Mes, bo~e Msdeqb0dq 
Lory 3969d0 — L639 AgXbMdq~ MgZ0Mb7dTO3. JogMsyoobsmgZ0b LsoxoMer CH 396663939d-ye0 
3982 7H7M7IGO L63ZreE9b639 ager. IogZscromse, 933087950 gyMbe 3960 sMyBqQd0 43. GF. 1400-06 
Fergddo ‘BqZ0e8, 967 S00 Geoam 33036, 30E%] Igbo ssdosdo (bj. 6); bodg_dbgnsdeq 9d 
0648, -7d96d9 Ib6memme@o d3. GF. 450-086 Fs2290do doseGos, 4873 Igbo3mBsdosbos6 Byes 70m 
1500 Groom 33036 dobes (by%. 7); bsdqMdbgmGo s437s0b |s{Qj~qosb bye~ro A77dse~o. 
dob dob7 bo, LogZsMsjemE@, IHsg.Mboadosbo obLHM AIF GB qd0b o3Gdoe~mg9, 3eb 303309 Yer. 
8der 30 7d~]E9d9 8d 0614 8,4-AI76HGd0b DodsMn B9MaseE fhsbb LberygMsA gb wos~magddo. dob oH 
IebFrbos Bobsmmdgdsob 8qM7Z9, Lamm IMsz9~mbodosbo a6b8M79968)q60 LGM] obgn Jg- 
9396 AG yordeb76 barb’. sdMagee, 3d HosIqjho IHsg3ombodosbo obbHMOAIGSHob’ aozO@Qgegooh, 
9M, 39MIE, Ler3sh9d Azjdse~ms bymo. 

ALMsg7~M0 30193 GMM JZqG4ys6o AYO, Ls@o73 bobergs@er9d9d 9390 80M37@ma somobGmg-y- 
MOL dm~mde7 96 dooEMr. Cs;0M0b CHM’ ObMsge~do 9370 9H OYr. _dMoY~@a dsod~oob 
dobjE30M, S30M0 30bMHb] — CoMsby yZGs3{ed. OIG, Iegz0s6g9b0m, XVI bsy369d0, 
AME; dod~os g3OM3j~ 9693b9 0M3MAdbs, gobMMHO Bq3@MdaM MsMZdbAb, MgZM%(3 96930. 
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AdLMd5do, 334berg860 3MHRZBDalb_ bye~MgZ69d3 gobgomsMAda0b 803%] smImMhbeEs OMsbbs wos 
g@sgdo. 96. GF. VIL bsy3q69do gb Aggombo obersdds 4-m07338 Ed 33940 83939 AJGo Obesd- 
HO gq qOob Aqdseaq6gem Gsfom~moe. Mymagos E98, Isbosh J7HOvseE, 9395073, {9{O(3gm@meo 
oyVMJgndo. 936s 33096, XII es XVI bsygzq6gq9db AGmmHob, 9yBqQd0_ obesdjhoa Gogbgdsols 
AML‘HMS300b GHO-JHO dors35% Ierhoz0e g9Es0]39 (Lym. 8). 

abmosdob GFobsddeEmm7db 38 Geag00b 93Gm89do 39339699 LjMeSM. gb IRZ@g~mmds 
$9d98j00 DbMm~mME MH MQZ0Mbdo wsa30MZ306e@o — gbssbgobs ws dss~mge6gmdo. obersd- 
HO RsHo 7b3s6gndo 3. F.-ob 700-036 Gergddo BqZ0es ws O96 3xQOb3860 3Ho35(3 Bg08)s- 
6s. essbeomgdoo 1250-036 Fergddo ago gsdobsbyemos Fog6do, bobye~se Libro de los Juegos 
(o3d30960b fFogz60), Gmdj{~m(3 HAQAE~M|M Ob3bgmob JHobSosbo AZR04 semgmbb X-b ws3s- 
mado Bjofdbs (bam. 9). og0 gobsoempdqeva 30MM3Z69d5 oye Ed 348876, Gmd IMISg9e~r0 
LodmqMab 438mM73 grberesm. gh bodmg%qd0 (36mdo~@os, GmMgQ%% 3 Cantigas de Santa Maria 
(03608) @300bddemdcmok bodeg690). 

08 EMM gb LodmgMgdo, Lo3Z9MJeEME, 349306] LOAMmeE7?dMed, OQIG9 CEEQbEMJMd0m, 
abobo LHAmegds 33 Gosob qMosw@gMO obbBMAdIgb Hb] — Herdngody. 

30093980 9M-JHHO ~q356Sb 369-0 39ZOb asderbsbymgdsb, Gmdgmoa?; Bgboymgdqjmos 
BELG 6HHobm3MM Io, LEg_gs6ej7ey VHvddqjerdo, OAGJqndo (bj. 10). dobo IbsH39G09 ~wob- 
agra Ag~mJfomG ~moMJo, GOdq~m03 of XVI bsy3-769d0 3 Fool gs6ds3e~rmdsdo (3bm3ZMmrdes. 

A396 Losdegbqb0m 38b%yerqdm 09 CEHMobs E8 MQZ0Mmbgd0b AgboZob, bowesG, 344obergZs60 
543700 8MdqmsMymo ago, O90739, 09 J3q46jd0E36, MIM |d0;3 AQbyj~dsbyHo gyjcohqmob 
(390GM7db FoMdersoa76eo — sHsdgmo, oMs6o, FMIYO Es OWMJqm0, Ib6MEme@ Msdegbod) Ig~wo- 
LO DDMMAS. EE|beEM|mdom, A3Z76MZ0b (bmda~mros JbLMMME AMMO OMsb-j~mo IQ~m~p@os, bod- 
294s bobyermose Qawl, Gmdqe~0(3 1300-o360 GFeegsob Gog6dos Bgb-yero. 


Lohyjs6ob BOsdo~ob ImMobobGs~yqmo 33980 

Bq SJddeg] ILMME 39MBOZ9—9H 9Z9d%] Z{bo7dMedeE0. MgZMH(3 (bmdagqmos, sMbAdeob 
8H BMEHIO7jMHO Bos 8%}7d03, MgG0G9s, Isgsmonse, JsGoye@o hsbgo (by. 11). oby- 
0 Hos0b sHxs bIoMIE 33b63E7dMES sbyMgnab 043940990 (d3. FG. 900-630 GFeegso), Mmdcols 
095 JoeI]7db 463900639 3g9MoMEGO bodIMjeEO (ws babgZ09 GsMderswaj6e@b76. 39 Lodggmb 
BIMOGMMas 3439Mo ager, 834sd LofoMagq~mob’ 9G der0(383d. LgmdJoerMs]7ddo RoMderdeos 
Jg0b 3gmemgd0 ws W3o~mpbdal goM0dHqqb0, (8903769d-Jeo MQmaggRZA60M5 ~d boadoMe bsJdg9- 
0b sdbobZqe~o gsderbsbymgdqdom. IMHobrbGHse~myO sMgeb 3d o~nbGMs(309ddo asdrMhajemo 
Hmmo 43b. ob wowea bob’ Fob IAgbosmBsdosdo ghbeEs, sbrs 30 sbyOq~m 344~rGqMosdoy 
8609369386 Grmbs sho ymgdb. Jsgscmonmse, seEbs6odbs309 MHo sMagob gsd~mbsbyje~mgds ILb- 
B98 AVGoMZ0b BagmqQ60m b4gZb7 Lo3Wobg3~ob Gob. 4937 sd-qMdsboss~@mo (CssbeEomgd0m dz. 
G. 650 GF.) b:eoMmdabsb Iogzemy~ mmb Mods A7b6GoH Eg306—b sbbsdb, baer ds4(3bgbs 
IbMHo@s6 Bqd-ms430 Igb jog] werdo. 

Sb 7H70 8HHZPDOb_s—Ebsgb5 Iz830M3 (WAM. 12). dsm 3430 9 Lodo. AVDLO-je~pd~mols ds- 
(36965 BaErVa badqd%]s Ls kqMo~mo, ba~er J9MxZ9769 bAErGO gHdg_mo Es 3079HM fsdobs3Ms30 
(AqeEa3s8OMo) yjoHsgb. GsbsGob Byes GsGowdo GFsHImeaj6bo~os bsdo HosjHo dsascomo, 
Game 43930M, DggZ0d~mosm oba~wmn bsbsbo. A7bsd~meme, 943393 937dd3 ~wowo boob’ Gob 
LoJoMn39@meGo73 AZMsOGogb, ds34od sdob MIMd5bq IbmMMMeE 39M jo 8gg30de~o9'. 
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bAM{~o HQ~093980 1376m3Z0b 339 150 Foes, M973 6mdso~@os, 45339, dme~m 389%0- 
edo, Ibgas3bo 6od-7d9d0 smdmshabybs habgmol AMEAMM-Esbs3e~mqQmo MJZ,0Mbob ~yesd6-do Fom- 
Ig_dq{MO SHJQMEMgZ0qjHO gIHObM_d0b EHO’ (L7H. 13). dsbsde@g, Ibasgbo bodyIGd03 smdmhy- 
Goma ssbaGogbs wes mmdosdo. y390~r5 Ismgs6b 5 bodo s4gb, dsdob, AmeEqgbs3 y3g~ms sbyaGaw~ 
543545 9 Lodo s4gb. doxyb9@539e sdobs, HOsdIs@mob sHA37d0 ES sbyaGyro 8%yBId0_3HsJho- 
III JOobsoMos ~ws dDodshbos, Md Ismby 933%I3 JOM Cd 09839 3M06(3080m beEZdMm~@d. 
Abobo ImMoKobHseoyjMse@ FXOMIN Cs 34dgMO fsd-b53330M 73530676. Mx6osMojye M~739%) 
SEbOTEjeros 343380 SHQRQd0b 353M QgM9d0b sego~mgd0 (byw. 14). 


7399302696 oy SHS 8HAI7db] SymMegdb? 

8439014 IMHsZ9e~M0 Lodo 4430 ~ws sdoGod, Iqjbo3m~mmga7d0b sfo~a Z9MsqjeMdb, md ds- 
OF] SZMMegdsab 36 AQ~mmeagdobgob 39M3373~r0 BHI-boyAmo LoyMeEgbgd0b (533s Bybsderg- 
d9ma ayer. 49, SaMI@se, sd9dO 9430 Ig39MQd~. 

F9GIMZ0E206MM Aabqma ~ws sMobysmb’ bsbob SsMQd0b aed Es IM3Z9—RIMHM3Z960 _3erd- 
8A JGHo. GOM-gHoO sham 3od3mgfGo d3. GF. 433 GFroamss EsmsMoepd yo, Gmdgmay g3730- 
36m (396,0b dsM30% o-b (Marquis Yi of Zeng) ws 65 B94’ Im 3o3e9 (by. 15). BoMgdobs 
39 3Od3M7JIGHL’ Cssbermpdsom 4 mJHsg0b C08358brbGo Ag7Qdeme JOmIsHoqmo 39@gd0b dog- 
Co 36d0d@730Md0b go3mg%Q60 (Lawergren, 2000: 47). 09 EHmaEs6 sHs30msG0 bobo 
AsbsG qo 3% AqIMObs, Agbodsdobse, MZsqMMqjsMob smegq6s, SModGogqjermsw, Dzndegdqeroo. 
LodsgagMe, AmEqbs3 Babgnda 30H3Z7~mse LsbmBer wCsdIFg@ereds gsdmbbeos (sb. GF. 618-907 
F-G-)> Hg{9erbshobo gsbes sGdmboob LodGoM]. obLHG IFS Qera s3GGoqb0 Bgofdbs Bahols 
89HIMbOZ0b, BOGMab, doMomobagob. ¥3q9c9 gb o6b8MjdIgZb Ho ool bdo y~reqMeEs ~ws 03 ymrg- 
M9O5b TMM IZ0M{M@760 39MOM7d5 Sbe@s M96. 8439MSs, Gd IHs30e~ 06148)6-d7b Hb] 
AVL AeM}d5 LEDGdMES B78 {MMQAMba {Mo (Cs 3Hd BsMderboymDose. 

LoHbeoogson 50 Ferab Gob sHJqerewoggdds smdeshobgb goers, GmdIqe~ay3 03. GF. 1300- 
as6o Feegdom HMsMoE@7d9. Zo~msty GFoGFgMqd0 SyHoGjm 7697 yaQoMoGqjmo sbdsbomss Jgqb- 
G{Mpdjera Ed Jqay303b Iqjboz0mqjS berhGgoobsy. 9d 6od-VdIGdb EE’ SyMoAhye~ 30d69db 
For@9d76. BHaJbGdo 3b3-eE9b0m obgo boihy39db, GmamGoy3ss kitmum ws gablitum. 38 &g6- 
dob7dbs 30MZqC~Ms@ 3b3Egd0M bo3yHGo, A7bsIm~PBsdosdo, sHJgr~mgoqho asoObMHdob Jje7g9e 
8e3039d4jeO 930098%Q], MmI~|da3 03. GF. 500 GFooarm msGo~eqds (Gurney, 1994). yo3zqeo 
GgOdobo sm6od6s3b yore dgqmoGyrdsda 2 godbomgdjeo daq@sb- (ds3., C es F, s6 C 
es G, 6 D ws A) @s 348 mommb, GMgMG3 gb ggGmdq~ 6oBsG308dos dom—gdyero. ,,GFyer- 
0b 0539d%%, Lowes, ST QMomos, HOF GMgMG woes soGyob mommgyjmo bodo, sebod6-y- 
0s, 4d Lodms (d398M5) yogge@mo Fygoc@mo, Agbsderos, ymgMegh Vagos s6 ql jgmsme, 
58d 3830ME. JQb4QOI- Yo QMIeEmdob abH MZ9erQd0b Jzsqomgd9 Lodgd0lb ~wogodZ0m OES 3d- 
493.3M0MEO. 8d DaMaM9d7d0b gomg0moabFGabgdom, 9330m93M7dds Cssb336gb, md sMsbybjo - 
06 7MZ9em0 GFsHderseaqbl BqdgoM7dqew yaobHob (BMoGmbb), Isgscromse, ob 3seo0 F-H, 
dj7M0(3 VOM IZ8g0- gsbeqds, Oy Bj0R3@~q0 FH-H-oo. 

3087 3006980 9d939HdS COJrrMENSIS 394 3377~M0 8Hemdmgdqd0 FoMdmgHs. s6s j0c~r- 
Ij7HIS OMIM 908M, MEI Ob LodgGd0 LofmMeab 38mbo300M 033%9dm@9 (Kilmer, 1974), 
852,89 4336938HOd QIMSZe~gbds 9% C390366ds dol a~@gsb 0d 3Mg7dq6GaM, Med skhan seE- 
77~ Agbogsb 9H Agod~mgdmes, BHdmbo-y~mo Fymds Ifebres. E930 3q~bihobo soM3q~o 
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ago, 30673 39d03M30b Iqmm@0 J7dmazon039bs (Wulstan, 1971). ob 39GoqjeEMdb, God Jqdb- 
Gd} LAJMMEDO d25MsMMagQl J3930~S6 IMdsZ9~—r0 DodsMoyemg|dom sbOympdws. IsMbye~ 
CAIAL6-g-jerqdabo 330935bOdb gswoosbgemgobs abG {MZ0~ob QHm0 Smbo~es6 JqmMjbq Cs 9d 3y~e9- 
MH3QMsb 7dGsVeE HROoemgzermGo  3934(39eg9d4j7~  Iqewob4q6b se0%_db_(Duchesne-Guillemin, 
1980). Goje@ gZoGoe@o sePgGb gsesb3~rdb CofrHeab mG Hebb Bomob (Vitale, 1982). 

B5M G06 37bGdo YyAMseEEQb9 dosfy308, Md WafrMeol’ J43q~m> 439M JAQZ~@ gm@ro MAgds 
LOJMMEQd0b bsbgMderozo MsbdodEgZMmdob 380Mmdqdd0; ob MoMJer’ ,,as0%qe8 ~s dobo ye9- 
M385 ImbMBmbqjMo asbes (West, 1994). mgm 3Habsobo qdH-76e7d3 MH b-Bo36 CofrMe', 
09939 dobo IrbsbHQd9 LOQEgd0M gobbb3sgqoqjer05  3om@d_Q%ob doweamdobsas6 (Krispijn, 
2002)°. 

KIORJOrdom, SyMohjmo sodbgdob 068 JOSH QGs300b 03 gM 39Gboab gsMdqdIe 9H 
Rsdeyomoadgdqjevs dq 3bo{My~o sbHo. 30emdIQHO MsZ0b IerbsbMQdob 98) 307390 09936 wo bob- 
Fogerer LP-s dgnmebs3 dodsGosg3b. dodIs ogqddS bs3d9M RsGmer 3934(39%9d9 3330 (http:// 
www.greenwych.ca/evidence.htm), doamsd dq 3bogMqb0b wEsHGAb7d5  d306(3 39% ImsbgaMbe. 


L638 dq36og9G0, ~gZ0e ZyErbGsbo, Gmd]7@mIS(3 g8dORMZ0l 380M37~m0 AQgnmew@o asders43qq65, 15 
Froab Aqde72, IqAd6Adm~@s: 99 9% 30730, LGMos my sMs fgdo Aqgmm~@o, dvgMsd ob 30 30(30, 


God 9393 @s63sMho60 I3@sMos. 1991 Faw abmsgmamds Aqbogme~mgds somos ds0gds 
399M ]39 M8304 deorbsbG7d9, 4-d sMbAdA~ LyMsols sd30Gse@ MsEs(3 60036g9e@M3960 a63MmM- 
837308 830d! ,,OMEgbs73 Job seEdegsh76m, dsdob IyboZo0b 39d03M39b5(3 ‘Aggdemgdor“4. 

H_I-OM ImBsbomo 8473 JMHO dsasmono 9H seEskHjM7b QdZg~m |b’ B-qjbo30d0 ssGdebools 
39deg769d5b. IHoZ9e—M ObLAHM7IDG HL’ Sfrbes sGderboob gogm_MQd0b Dgbsdegpdmerds, dvd, 
4303 Asbb, dqjbo3ebgd0 sdoba96 Ms3b 039398696. 

9960936950 


. 393g°bosd0 11-bodosbo SHQOb 393M 3gmg7d0b Dqbsb7d (6mdsb gg9G3e@o0b gq Kodo (Sachs, 1937: 53- 
69). 


? m@daqhosbo 068jM39~~0, CoJrMMe@o, 36 Fy30~@o Lodo. 
3 gab ob 3008039 LEZIEHbb633630% abGH AMG ]BS G04 sdeggh SqHoG-yeo 3006964 (West, 1994: 171-174). 
= 80Mse@0 bsydMQ0, 1991. 
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BO LAWERGREN 
(USA) 


ANCIENT ANGULAR HARPS 


Angular harps were used for a very long period, 1900 BCE to 1700 CE. They were largely 
confined to Asia, beginning in western Asia and eventually reaching eastern Asia, more than two 
millennia later. In the history of harps, Europe only emerged a thousand years ago with the develop- 
ment of the modern frame harp. That’s only a millennium of modern harps — also known as “pillar 
harps” — whereas the early harp existed for 3,600 years in Asia until it largely died out 300 years ago. 
Only here in Caucasus (the Georgians, Ossetians and Abkhasians) and in a small part of Siberia [the 
territories of the Khanty (Ostyak) and Mansi people] did it survive. 


Brief History, 1900 BCE — 1700 CE 

Angular harps arose in Mesopotamia about 1900 BCE, the date of depictions on two terracotta 
plaques (fig. 1, 2). One is a vertical angular harp, the other a horizontal one. A millennium before 
angular harps entered the scene, arched harps had dominated in Mesopotamia (fig. 3), but they disap- 
peared when angular harps arose in 1900 BCE. Only in India did they remain (fig. 4). India became 
the only source of arched harps in Asia, and from there arched harps spread into SE Asia, e.g., to 
Burma (fig. 5). 

From Mesopotamia, angular harps spread to neighboring Iran and within a few centuries to other 
neighboring regions. The speed of migration varied from culture to culture. For example, angular 
harps arrived in Egypt around 1400 BCE — 500 years after Mesopotamia (fig. 6). But they did not 
reach Greece until about 450 bce, which is 1500 years after Mesopotamia (fig. 7). Something pre- 
vented harps from entering Greece. Most likely, it was a proscription against instruments with many 
strings. The attitude was expressed in a dialogue by Socrates. He did not want mixing of modes, but 
many-stringed instruments facilitated mixing. So, Socrates discouraged the use of harps, a typical 
multi-stringed instrument. 

Israel was another society where harps were not accepted until late in the first millennium BCE. 
There were no harps when David lived. In the Hebrew Bible he played the kinnor, a lyre. But when 
the bible was translated into European languages in the 16" century, kinnor was mistranslated as harp. 

Meanwhile, angular harps continued to thrive in Iran and Iraq. During the 7" century CE Islam 
conquered the region and harps soon became part of Islamic culture. The religion spread, and so did 
harps, for example to Turkey. Much later, between the 13" and 16" centuries, they became favorite 
objects illustrated in Islamic books (fig. 8). 

Muslim rulers wished to spread the faith to Europe, and they succeeded on two fronts: Spain and 
the Balkans. Their armies pushed into Spain around 700 CE, and that brought angular harps to Spain. 
Around 1250 it is painted in a book called Libro de los Juegos (Book of Games) commissioned by 
Alfonso X, the Christian king of northern Spain (fig. 9). He was a learned man who, also, is said to 
have composed many songs, known as the Cantigas de Santa Maria. 
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At his time, the Cantigas may have been played on the kugo, but in modern time, Tomoko’s 
performance is the only one on this type of instrument. 

Here is one of the last kugos documented in Constantinople, today’s Istanbul, in Turkey (fig. 10). 
It was drawn by the Danish artist Melchior Lorch who lived there 3 years in the 16" century. 

We like to play music from the time, and region, when and where angular harps existed, but few 
tunes have survived from the heartland of Muslim culture: Arabia, Iran, Iraq, and Turkey. But we 
have one tune from Iran, a song called Qaw/ which appeared in a book from 1300. 


Horizontal Steppe Harps in Xinjiang 

So far, I have dealt with vertical harps, but the Georgian harp, changi, is horizontal (fig. 11). That 
type of harp was often shown during the Assyrian empire (900-630 BCE) with capitals were Nimrud 
and Nineveh. Its territory was vast, but did not include Georgia. Dominating the capitals were large 
palaces, their stone walls and copper gates covered with reliefs illustrating royal exploits. Horizontal 
harps were prominent subjects on these illustrations. They had arisen long ago in Mesopotamia, and 
were now shown as important participants in the Assyrian cult. Here is a pair of harps in front of an 
altar loaded with sacrificial items. King Ashurbanipal (around 650 BCE) pours a libation over four 
lions killed in a hunt, while a fifth lion is carried in from the left side. 

The design of Assyrian harps is clear (fig. 12). They have 9 strings. The player’s left hand was 
pressed against the strings, while the right hands held long narrow plectra. Three typical examples are 
shown at the top of the figure and line-drawings are given below. Maybe, such harps also migrated to 
Georgia long ago. One can only speculate'. 

These Assyrian reliefs have been known for 150 years, but similar extant harps have recently 
been excavated in the desert region in north-western China (fig. 13). These are dated to the fifth 
century BCE — two centuries after the Assyrian ones. Before Chinese archaeologists excavated these 
harps, similar ones had already been found at Pazyryk and Olbia. All have 5 strings, whereas all As- 
syrian ones have 9. Apart from that, steppe harps and Assyrian harps are similar and it is reasonable to 
assume they were played the same way. They were held horizontally and played with a long plectrum. 
Here is a map that shows the find spots (fig. 14). 


Did Harps Play Chords? 

Harps have many strings, and some musicologists have speculated these were used to play 
chords or some kind of harmonic foundation for the tunes. I doubt it. 

Consider China which had large sets of bells during the Bronze Age. One set from 433 BCE, be- 
longing to the Marquis Yi of Zeng (fig. 15) , had 65 bells and could play a full set of chromatic pitches 
across more than four octaves (Lawergren, 2000: 47). From that time, no notation has survived and we 
don’t know what was played. But when the first notation finally emerged in China (618-907 CE), it lacked 
harmony. Instrumental parts were given for mouth organs, zither, and lute, and all play in unison — with 
very small variations. Evidently, the many instruments played heterophonically — not harmonically. 

Some 50 years ago archaeologists excavated a tablet from about 1300 BCE; it was written in the 
Hurrian language at Ugarit, and it contained musical notation, now called the “Hurrian hymn”. The 
text contained terms like kitmum and qablitum which were already known from the “tuning tablets” 
excavated at Nippur, Mesopotamia, dated 500 BCE (Gurney, 1994). Each term indicates two pitches * 
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located at fixed positions along a musical scale (e.g., C and F, or C and G, or D and A), not a single pitch 
as Western notation does. The tuning tablets, which describe how strings should be tuned, state that a 
pair of strings (pitches) may sound “clear” or “unclear.” The unclear interval could be cleared by in- 
creasing the string tension. Given theses clues, scholars understood that “unclear” referred to the interval 
of a diminished fifth (t7itonus), e.g., the interval F-B which would be “cleared” when changed to F#-B. 

For the Hurrian hymn such dichords lead to problems. Anne Kilmer simply accepted that a chord 
was played at the position of each dichord, but most scholars rejected her idea, believing that such 
early music did not have harmony (Kilmer, 1974). David Wulstan, who offered the first decipher- 
ment, proposed that the performer played a scale from the lower to the upper note in the dichord (Wul- 
stan, 1971). Marcelle Duchesne-Guillemin (1980) made runs between the two tones of the interval and 
compared her suggestion to the melismas of Jewish folksongs (Duchesne-Guillemin, 1980). Raoul 
Vitale prescribes runs between the end points of the dichords (Vitale, 1982). Martin West noticed that 
the lowest tone of each dichord stayed at the same pitch for long sequences of dichords (West, 1994); 
he stuck with those and his tunes became monotonous. Theo Krispijn went back to two-note chords, 
but his were completely different from Kilmer’s (Krispijn, 2002)?. 

Scholarly opinion has not yet coalesced around any one interpretation of the Hurrian hymn. Kilmer 
promotes her effort tenaciously, even issuing an instructional LP, and her idea has penetrated to the 


masses (e.g., http://www.greenwych.ca/evidence.htm), but it has not convinced scholars in the field. 
Another scholar, David Wulstan, who published the first decipherment, told me 15 year later: “I don’t 


know if I was right, but I am sure all others are wrong.” In 1991 the Israeli musicologist Bathya Bayer 


considered crucial information to be missing: “when it turns up, we may be able to decipher the music”’*. 


None of the examples cited here document the use of harmony in ancient music. Many instru- 
ments were capable of playing harmony but, apparently, they abstained from doing so. 


Notes 


' Curt Sachs provides the information on the dissemination of 11-stringed harp in the Caucasus (Sachs, 1937: 
53-69). 


> A two-note interval, a dichords, or a string pair. 
> West critiques various attempts to interpret the Hurrian hymn (West, 1994: 171-174). 


+ Private communication, 1991. 
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bahsm0 1. 3OL-Z860 8H, ZIM GoZ9e~-qMO, IgbersI0fsdos JZ. GF. eEssbeompdon 1900 q- 
Figure 1. Angular harp, Vertical, Mesopotamia, ca. 1900 BC 


baGsm0 2. 39063360 8HQV, SMMOKMbAHoeoyMo, AgbersImsdos JZ. F. Essbeogdon 1900 q- 
Figure 2. Angular harp, Horizontal, Mesopotamia, ca. 1900 BC 
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baGsm0 3. 083560 SMHS, Z7OHoZ9~qMHO, AZLerImBsdos JZ. GF. Essbeompdon 2600 q- 
Figure 3. Arched harp, Vertical, Mesopotamia, ca. 2600 BC 


baGsm0 4. 0803860 343, AbeEMyQMo, Ag. FG. wCosbemg6om 100 q- 
Figure 4. Arched harp, India, ca. 100 AD 
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WyMsH0 5. MsEg3860 9439, dosbds (4095), m86sdjEG39 
Figure 5. Arched harp, Myanmar (Burma), contemporary 


baGsmn0 6. 9330890 3qObgs6o 83950, 08436603: EM7IG] D7dImGAg7bo~o 43.4. ~Cssberegdom 
1450 G. dsMx3603: <plobsoe~me sGqQvbQq 9d33H]~MO Ed IQ7eEm~|, Bgr~Molb GQ~@oggR0 d3.9. ~wssb- 
modem 350 §. 

Figure 6. Egyptian angular harps. Left: Extant harp, ca. 1450 BC. Right: Wall relief of a blind harper 
with a drummer, ca. 350 BC 
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WAMsH0 7. SOHROL o~ybGhMs(30960 36034 9H%b5396%], 43.9. Essbemgdom 400 GF.o. 
37O6Z360 8HRS LogMeg6o dgmam; 8. JdG-jbog{0 839; 3. gQobegs6o ss 

Figure 7. Harps illustrated on Attic vases, ca. 400 BC. a: Angular harp with supporting rod. b: Spindel 
harp. c: Angular harp 


baGsm0 8. 3O6EZI6O 8HQzS CS 4-(393393)- SEbsGo ObmsdyHo oMIb-{~O Fogboes6 sqMsGo, s3~- 
Bymo (essbemgsom, 1426 F.) 

Figure 8. Angular harp and dancer painted in an Islamic Iranian book from Herat, Afganistan, ca. 
1426 
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bqAMsn0 9. 3 6EZI6O 8435, OO-ALGMGI305 F9EMS30b Msdsdob Gogbob BmAgje ds9Hxe3969 gqjoby- 
Go. LeyHsM0 sg7d8Hs Jb3s6qmob 39939 smaRmblbeoo X-ob s4ds6gb0m 13 boy369d0 

Figure 9. An Angular harp illustrated on the far right in the book E/ Libro los Juegos de Ajedrez, Da- 
dos y Tablas. The picture was added under the direction of King Alfonso X of Spain in the 13" century 


b-yMHsm0 10. 3963860 9935, Bs6sbo Cs LSbsB-Jero Ag~JomMH ~mMJob Jog ymbbss6Gobmr30m~- 
do, 1570 

Figure 10. An Angular harp observed and drawn by Melchior Lorch in Constantinople (later renamed 
Istanbul), 1570 
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WAMsH0 11. ImGoterbHsey{Go 34463360 34g bsdKoms 393d0G0b bsewbgd0b Igbozs~mqMo ob- 
GHH7IGBJd0b sHersbowsb. Aq qegd jos 3. 39GB 3O30b, 3. SmogmesGegobs ws g. 08%30(339- 
asl dog® 

Figure 11. Horizonal Angular harps shown in Adlas of Musical Instruments of the Peoples inhabiting 
a USSR by K. Vertkov, G. Blagodatovy, and E. Iazovitskaia 


LyMs0 12. MHO Z74Ob-Z960 sHQz> Sd-{Md6o038I~0b Lobsberob 37e~ob GQe@ogRo~s6 (6abq308/9M0- 
go), 93.4. 7 bo9349769. 43930 9d Mger0gg39d0b bsbsqd0 

Figure 12. Pairs of Horizonal Angular harps shown on Assyrian wall reliefs in Assurbanipal’s palace 
at Nineveh (Iraq), seventh century BC. On the bottom are my line drawings of the reliefs 
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bqmsm0 13. 8 Ho berbGseoyOo 373063360 SOR (3968) se-yHo sbooes6 03. q- ess beoomgdoo 500 
¥. (Lawergren, 2003: 89-90) 
Figure 13. Horizontal Angular harps from Central Asia, ca. 500 BC. (Lawergren, 2003: 89-90) 


LyGHsM0 14. GA35b] AmbodHyeros LAQsq\HO sOHRob |9343g9~mgd0b sHgse~@o 
Figure 14. Find spots for Steppe harps 
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WAMsM0 15. 65 iHobysOb SKsbHBs@sjzob 3od3smgJGo (396306 436306 ob bsdIsOboes6 43.9. 43 Goe@o 
mpogjcr60, Bobgnob 3yd90b 86306303 

Figure 15. The set of 65 tuned bronze bells found in the tomb of Marquis Yi of Zeng, buried 433 BC 
at Leigudun, Hubei Province, China 


IMd3SLN ASBORDS I 


ISONILD RS IBMHMN3IILD 
BIS b5893'IN6IIdNL DILNBOL IMRSLMS 


ROUND TABLE I 


MODALITY OF 
GEORGIAN AND EUROPEAN MUSIC 


JoGorg~@o E89 7308 ymro Byo boygyoggd0b Igbogob Ierwoseods 461 


FSIISSEN: 8MLM 385VLI3M) 


8-~mE 39—~g3e- dogbsemds IeobsFom|qeb E8 CsdILGFHQO Imgenge ~ysdder Bqderms39b dyer 
905bq IMAZ9C~0 Adgoe@ob ImMGyrdob owegob obmMos. dsb BqIeq,, 373 030 2006 Fowl 
Hdomoabdo, bodsmbojdIb] 380M3Z7MseE 399(36— JoMo~jer IMsg9~mbdos6erdsb, Hogob qR3meOb 30- 
R9b5 Co ISLGoZe—MqdgMOI6, bods sHerdns6 gHose Jobo A_LGo3@m5 wosoGyr. odds sHmdb 
93,390 Asgoeol ImbsGorrgos Fobsdg GFsMeaq69 34 gbssoGmds, 030 2002 Feeow@s6 momJdols 
9396 Lodsmboqdob ImbsGomgs Ed Isb oJ ~4339 0(36—Md96, GmgmM3 Ibogmamda s~as%9- 
Sqm gnbmdyjbo3m~mmgb, IHs36mbdosbo AsGghob MMogobsemryHo Iqnme@ob gsderdambydgerbs 
Ld 839 8agZdgQGd0b9 ws L635 BoEMbgdob o6GHMqAIF Qo Smmogmbool 433~g9390b, dor 
3003900 3Hg7b Boz {MO gnbmdybogmmmgajmo sAgQdoob Mo QMpsHb. sHedbs Ed 39cg938M%] 
B6bs 34MM Bosdgkeom yds JOoywo Im~mmg|mbook sGdmbo-y~ds 36s%7d Imobeobs, 
Gob’ 35d d3M QveEoGyzoGgb, g0dmg33~Mosn JoMorjmo IGsg9@mbdasb6erdsob sgmMeo3ob bob- 
Bobo. Jsmo IjIsOd3 DodeabsHJerBEs Jong 76% ALG {egdmgdos6 ws Iq 3bagMJdos6 Ifo~weme 
6 HoJGdo, 39%derew@, shbsdd~mosm6 d5b0360 ~s Jb7008d69, Myb-ye96 F-qOG-ydosbosb, Lobe 
JOMES6osbos6, msdsb gvdobmbosbosb, wsmer Bymmosdzo~mosb, Lgodmb xsba-jemsdgac~mosb wos 
HOM GMJrds0dZ0~MOMS6. gI6bs37q4M7d0M AXoEMME HsbsdIIGMIMMde676 s6bsdde~ ,,dsbos6os6", 
AMdImoals F793 760 Bs 96d8MH73ME676 MogZasbma g7]b3qMod_bH qd0b BqQdeFIGd9do. 9q(3609%9dd3 wo 
S64308~ds 9H JHHO QHamdmaga sHergJbo gsbsbOM3oge~mgb — gods8Mngb JoGo-je~mo Igbogob 
£9 J(309- 369M BH 9d0 gb3s6gmdo, oGscrosdo... AqVdsmdob 863gbdo b. sHerdbs Es 3. Z9eg8deb 
Bophbes0 IerbsbH7d9d0 seEMJ Aro Bas box~y376g9d0b Q3MM3jmo Cd JoHoymo IMs30ebdosber- 
SOL Aereseedsdo 384339900 bssbGmgZ6- 386067303q960b Ibgs3bqd0b Aqbobq9. 

LHeomM]@ sdoGerd, Joo 3mbbIMZ88OHo0b HOsIeE030734@o IMs3oe~bdosbrdoob 33eg30b bogH- 
MSIMHALM (3968406 JMose, gseEsFy30G gb 2014 Geoob Lod3mFoydIb] IogGymo Ima3zoc0 
852005, Mobegabs3 bod3mba-7dIb7 ImoF3ogb IgeagZ9eqHo Igbogob jyQbagm@mo L3q303~@moal,h 900. 

See 380980 ESDLFH]O FoMyjego6s 39 boboobsmgob U3qQ3osmyMse IMP 3qqc~o mMHo 
LGQdIsMHo — EO. bbb Gs6z060, B7dISMoKOL (WQaw@O sHoHsbQma) <jogIMboBJHob Bas boy3~- 
BggQdob Bqbo3zob 3HmgZq7bmMo, Modqma(3 34937 COM LEM] EMO Byo bo-y3j6ggd0b B-qjbo3o~ jo 
FgoMegoob 3oe~mqma Msg aams9 wsabAgM7bgd-qjmo ey ber9dbq 39~E55J43b MMbIos60 3006980; eM. 
SHB{HO HME, IseEhHoeab jog {MboGqhows6 3rodsemyGq6bgb Iqbogmmmgaob wgsoMbedg6- 
Gob 84mg 7b oH Es DVLA Qemgodgmo. 020 0330936 Bajo boy3+7699d0b gb396-4H% LoebsgMqdbo 
eo 8d ZOJob IqboZ9d0 gvdmbsbyjmgdob, Loyg{ogMAd5bs Cs WsIFQMMeMdsh BoMob 393d0Mb. 
JoMo mo IbHoEs6, IMa3Z9~—M0 Is,0eE0b dahomseo Jdmdbb769dg9@o09 E-Ho b30dmMb6 yYsbg-yersd- 
300, MEMI{MAZ, 34037 EM, bogge@mgbo~r gbeob H7a96G0 ws Jgbsb0d6s30 Iqbogebos. dsb 
FobsbGoH Irgzo.Grw@s wosbs3mgn bofoMagqmob’ agmonabs es Bzderfdgeob Lymmgdsob Mosd- 


9607 Logsmedgmo, M9373 Agbsdegdmeds dDobys 13766 qjuQbrge@ 3ermgagob fhodeob3cersde9 
39b6mdmeE696 doo. 


Gsdgygo6ds Log3s gr:eEobGs C4. sHB 7H Byrom’ 
SHGHAHO BQ: 80H39~ M0gdo, Jabes Isemmds 39-937 bsEr sm~o gs~mg8Obs wo bod- 
SMboqdob mM s6obsHmG7b, Ged Iodygk 04 boobG M|b IMagoc~ Asgoesdo AmbsGog~ogmdol 


Lsd-jowmgds; WsMGIgGydqjmo 39, 9d Lobosb gsbboyqoMgdqjmo Gjeg9a,940 gJOqd0. 


462 IMaZ9~mo dsgoes | 


33.0d6d, Ged L639 A ZI~md0es6 39% Im’ j~ro, 39MdME aMJamGobyjemo, cmsmobyHo 
Mo jMa037070 gommdob, Bas bo-yg7bgGQd0b GmIsqje~mo mo jhgoalb ImbmeojmHa ~s 3m~@o- 
RrbaWMo goe~mdob LodysMre@s6. OIG, Ly~r 96 33Mdbmd Hsg{b jQboe, Agbsderms, odob 
399, ed 33003639 Imgaobodmy] JoMoqmo bogz@mgbom Iqjbozom. joes 9m360dbm, Med Agdo 
39derb3ms 49307 B730Mb37d0b3 ws Lsgombydab A7xXsdQd9 Of6gd9, 30EM] IrbL47bq0 ws odgeo 
Id]3b, IodoGoqdm, Oy BogZo}Moo Ismgs6o SqjbemZs6se deagh37969ds0. 

09393% 900, derg6g gabs7dMer. dLaAMsd ds0673, dobeEs gsdmgboGer sMohgqymgdMo30 Joo- 
OAM LogZe@gbor gs~medab LHogmob I-mgOdoemgdyjemo WyMZ0~mo Ed bsXoMengds, M473 docrosb 
0807 6I9%9b5 KrgseEse, MoWjMZ034~mo Iybogob 3939000. 

830 sb, 80439@o 3oMb3s dse~mosh 4389300 Of69d9. A396 ZbojsMmdn sMs bgdobdag%, sMsdqQ00 
MoH }MZ0379~O g0~mdsb], Medqma3 ‘Bqea,969 MH syQyamgdge@mo yodsebybGobas6: Losygobs 
8 Iqbo30bg96. Loggmgbor gseredsdo, yogqer J9dmb3939do, 23Ms63--Merds6ye~mdo dvobi3, I-ybo- 
306 g9Mes, LoGy30qMo HaJbGoGy bogMeqbos, 9649, VFM ob sHob atogzbo~ob bodmmmm 
dobsbo, M373 9339 0M]39. Iqbogs 30 339793069d9, GmagmG sHol bsnJ3sdo Lowy390, Gmdem|d0(3 
2d7HMabs96 Iowook. 

93993 IOL 39M 7deg7d9 ZobssoMedgdb. 09 M_3_MHRSHd0(3 30, OMA{Mbs(3 A396 sbse~r yed- 
8 BKO303b Z7GM@JdO Gd Lsw@s73 LoBy3o 80HE3380H dsodmo0eEsbh 3% shal segdye~ro, 8d 8%06(303b 
Msde 769d] Bvberbob 93-76JQ300 443b. HoJbGo, GmdIgmo3, Agbsdems ayo’ GmgmG%3 sg, 
ab 84M bs Amo (LsbsMAgQd0b Msmab {Ho M8%ZdS60 IN~osbsE 34M bsyj~os), 396bsbo3Z%sI3bs 
VAG AIG QSL, Eddsdjer Id gH Qdbs wes Aqb3q6gd0b, LobGofb-7O sHPBo374e9G309db (396463939- 
396b, AMamMa399 MAG AMBo~o, ddodg ed 4.4.), goe~mdob LAowbL (Lo~msdqjmo, 6930-40 96 
Ij@m0bIWMHO), ZoEreb (Zoe M365%], sed8M, 393H0 Woes Zob974dGmMm), Mb3d76Ho(3001s 
BsHabbb, A_LG{ergdob Bo3b (BoMEs30Ma/LomMoabso, s6GoR}mbyjH0 36 AAbIMbLOM yea), qobO's 
(Qbsemdmeajho, MG pPoGsHoymo 36 osgobyj3s~mo) 5 163. Msgobosg9e, hbeEgds J730mb63»: 
54939 296b%EZMI3b Oy 8H GBIbAo JoGaqmo bsg3:~gbor gse~mdob dq6gdsb? dq 3R30JHmd, 
396bsbm3Ms3b, dg 3 AgLdo’ JoMorqjmo, d9gM3d 396 jbes Zo30JHrm sdsby. ~93Me 99/40(3, 
AgHO HoJbGgdo agseedyds (ad~mo Mo, segqQHo, ws 9.d.)? 

Fabs 330Msb d9Eds g9daMads Cs EdZAbKFIMO M{MabIbsbjHZd5b Losdqd0b LogomgreGe s- 
dsOdo. 38MES adobs, MEd MgMabdbsbyMQd0m 9MA}Momg{s67d-4er0 ~wo3Mho, O939dh609, md bO- 


JOFMES 33068 0M WSTMM|dA~ bod SoMsmg~m Ah bISL GoMab gsbsFompdjero mos yQMg{o- 
Jeo MAA 98030. 9b9330%3qMos, O6Gmbs309 Cs BZIEsbbo ~qjRxMe ymbAHMsdybJ8-jemose oye 
080-79539d30. Jb I9GH09d740(388, 3063086 HAJbAosb sHol EsZ93d0MAdQmo, Gse396 wesbs3- 
oqhHo (~osmabyGo moh qAMaoal 38cd5 (84d IMB 3OI63-0-GMds6Hjwo) ZoeeryMso Bbser- 
87693086 ~JoeGS ImreGEMeEgL. MLAMdob 38H(37bdo AmaqMEgdmes BJbdo d33g30- yore jMHo 
SMdob3ems, Loy390b seEdsbgers 46 EsMdsbgm@s yobs~do, BJbAob’ LobGoJb-yHo 396339306 
832]02dd. LbZI909b639 Ag~mmp@ajha ZomMegda dsMGo30 Maho@shoZ0E96 GsMdImofdbs, 3qe0g0- 
309400 dobbjd0m, 6376 BggmsbbIwam M39%9: G3obdobs Lolbihgds. Agadergds Oy 9Hs, Med Ibasgbo 
8037KS JSGO~{O |g9eredsdo(3 373d38M? GS MAIS qEd, Ab, asM@BzqqerPPomse, dosbodb7sb, 
4d 49973 ded 76H do bo foMmgZq¢eMe daly, SMLAMdeo5 ImbmeoyMHo go~mds, ds368d 9% 30(30, 
33829394 S@bgdmdb_ Oy ss 020 89 MOG _MZ00b Mg39erbsGogdo? 

Wobdosberdobs ws AMoZI9eMbdos6erdob BmGob jHonagMomds Agddo 3093 JOO JgZomb3ob 
d9O7db: 3MI630-Gerdsbyr mohjhy0sdo, IMogZ0e@bdosbds 9H sHalb go~mdob Gqds~e@3,96ge~0, 


JoGaq{~mo E5 g7ghmrdsjwo Bas Loagzybggd0b IjboZob ImeEscmmds 463 


9.0 ob sHab MMbsdI_G Go, g9d—mog{MQd9 MHoGmMo34~ro MMbsI_6Hob bsdyjse~mgdom. 030 yer3qmo- 
306 bo{0MEgdb GobsbkGsM Imbrweoym Ig~mmeosh wo dobgs6 h6eEgGds mMas6-ydo, Lodgmbos. gb 
ISMHAS}MOS, M9356 IAMosZ9eMbIos6erd0b ymd3Mba(304jMHO BqAMdb9d9, ‘Ayo boy 3+9699ddo dvob(3, 
SMS 39M HZ {HO, 83d} SoMoBobsGosemnMos, J7 Zogrwo, BMobymo. 804370 dma7393b 
GIs, Dqd~@|gb, 3073 Bodega’ es 4.0. 3930 of67dmMEs, 03039 33930Mbs JoMorqjem IMsgoe~b- 
dosbordsb9. 

39 8H063030b LoomabAMsQom@ Amdgs3zb Asgs~momo (bam. 1; dog. 1; sq~@omdeg. 1, 2, 3) 
LbBosger Cg ZBOBOLAJ@mob Lsjzsmgeme GBsdoob (XID b.) gsemoJbsqbob bBymbsPqmoes6. gs 
sob wmosnob-yGo Kyrie Cunctipotens genitor dues. ssdo bsGoroes6 (Pater, Filius, et Spiritus 
Sanctus) money ye do ImbmreoyAMa Ig~mmeos 08M7%7dS 93930b bdom, mez0(30s~-yjMo 3j%db-ye~o 
AHIbAom, Gqdeoga, 39 336357 LH Ame 7ds MMas6-jdo, sdxQMIE Msmobyjha HgJbAom. Bb ho 
dbgmov! 

». Cunctipotens genitor Deus omnicreator eleison |yo3eo8gdde9 dsdse, CIQHOHM, JB7dC- 
Jam yrgmobs, Boh ysorg] 

8. Christe dei forma virtus patrisque Sophia eleison [Joo G9, EIGHmob’ owe 7d, dIsdols 


4343 @S LodMdbg3, I7Q30Fgoerg] 
3. Amborum sacrum spiramen nexus amorque eleison [Gdobes babnJ30~0, B7%Vydo3 es 


Gog qb Loggs@qmo, BgggoFgoral 


3036 30-Mds6yer MO HqMHQ03d0 BIoMsE a363eE99 sbgmo 8M0b(30380: 4(30M]-B)qJbGoobo 
Logommdgmo 9937-38903 769dqer08, BqboZom {ho MMbsdIZ6Heo(300b5 Es 8ImMmoag{ebaoby7bos 
JoEM]Z0MO, Isdob, GmMEg_bsy qjb3AgJbAosb Logsmmdgemb go GobssGbodHazo CshZ0%Mg0 
$]3b, Logrsd4.Hos — Mame IsH33Z9MO Yyrgg~ 6%]. 03039 BeEIds Or 3M3 LofJsMngq~—mdo? 

ILAOL Aqdo LoydsHo CosgobLOqQme joe~mmbos6 C5393d0M]ZdqErMO MHsdeE]b009 JBq730mb300: 
SHO Oy 8H JsMorq~ Iqbo39do, IsHBog30 yobsmobob goM@s, zoa~rmbogob ~wsdsbsbosmgogemo 
Lb39 gemgdgZbGqd0 ws gsbdQrMp7dse@o Jom 03980? s4gb org SHS yogqer Zo~Wob gs6bsbe3%j~o, 
LIdSbsb03096j}~M0 LsbosM0? ES GS MO@b shams sd5do Bab ho? 


bo7656 Msbz060: 43964 Gobsd7 30%, MmgMGH(?3 9MMg39%0 ~wAbss60 — yor3g9~ 4q9dmMb3939d0 
MSZb sbonse 33%dbd, Lsbs3egn J3OM80b mM_jero BsGomoes6 (OMmMsbeagmo 384) es M33 
9300 dos3I9Mo09, Bys bon 3-76ggd0b Cobo{mgmgZOOdqjmo Iqbozob ob{omMoob bAo37beos6 Bo. 

Rqdo_ 438973609 bsIMedob 9859 beGoM|d9 — ZHogmMab Amo Logsmmdmgdab 30M3qQ0~r0 
BmBoM|djmo badyjIqd0. 34939, 06h g6bojMse 3ddomd sEM|AOD 73OM3qje~ smmoy3mboyM d-y- 
bo 309. 

gb dgbogs, Gmdgm@ma3 Bgofdbs ws begdbq goeooGsbgb IqngMmndg89 boy3j6ob wCobsGy- 
Abdo, 0363d9eH39 Ib ORErombsmgob MamJdob 4qR36rdos, ONIGo 30 wow abFAMAboL bogs6b 
F9Mders@3,96b. sdeo7bse@, Mme@E_bs73 odds sHodds B_ZIMdnI39%s CIg{bdIsMZdMEd JoMorgjc~ 3e- 
ma3Mbasby IyVdsmdsdo, Jsgs~momse, Ayo born g-7bggGd0b Cobo{gmAG Iqbogebosb ssMse~mgemgdob 
Ierdgd6sdo 36 Bas boy376g9d0b Iqbogob gosbHzdob abgno ab qd0b Ieodgd6sdo, M373 JoMorgmo 
I-jboZOL 392,969 Co7bISMZdMES, FobssmdeEggamds 39M g03q[709. bod3sd wow gsdmG3930b Go- 
6307 ~sdsyq_bs: 39b8 IME JZq4ys6ob, LoeEs73 ONG VHmds Bqjbo3Z9d0 Jbogmomb Gemdgqmod] bb3s 


Jggqobsbq IgG ese godebsd-jero, M9653 393d9 Ed gabo7Me JoMHorq~ Ijbozob], sm~m 


464 IMaZ9~mo Isgoes I 


Ho mg0b dsbda~mty) Aad‘ msgb BIoMIE Zg9ZOMbIdMEA ,,4M3ZMG smdeghbeo sd 4db33'0?". 
dJgms6 Gsommoe@ fobb, Gmd fgdo msg30 39%97dq 30M0 dambos ~s EEL IbME~ME 4730mb39db 
936399 Jomoqmo dqbo3zob Bq7bobq0. 

300M] 30b978H97d IMagZI9~M0 DsgaeabmgZ0b 3363+4nZ60~ Jsbse~robg, dobwes MsdeEqbo0d] bo- 
Ggy30M 39306496 Gog3@oe bseg~ob 1933 Fgwb gsdmggd-ge@o 68dGmdo0. 09 EHO 335 
399E17390-4EM0 OYer H8dHEIQ60 Bas Lory 3-jbgQd0b Q3MO3qj~ Im~mogQmbosbs ~@s Jobo B7Jdbob Bys 
b949,3°96998d0 sObgd-qjem MgMMHasbgy. gb gsderg30eg90 odob sbbOsdo, my GsGerdss bseqemol 
Kega9%n0 87609368 sOsbGromMa (dsascromse, Kmg0j7%mo JsGoywo bodydobs es XIT boy3%7- 
bob organum purum-ols 3j5H9d9). A7bsdeoms, Ab ager’ g3q96r5%] bod3Z6g~-g860 39300, 
4MI7MbI3 ob bgEI3b Joo Amo ImMmoagqmbaals daMonseE AMMdIZdLs Ed s9Msm~g~mAM mMHas6-jdL 
ImmHab, GMIqm3, wCssbeoopdsom, IX bsy3-qbowes6ss (6mdsagqo. 

CEAMALEJEY MIMMOASTO FoMImEs jbo~ro 3sMo~my~yHo Organum MMbsoMos: gHHos 3306- 
Hoobs Co AHogZqd0b 039360 I9Mse~g]er-QHo IedMserd9, 373 sSMsbO@7b 03939, I9MH] yo — 
SIMSMIONH  339H 890%] CLsdgsMdjera Smemog}Mmbos, Jsg,M5I (339 gdse@0 Ab qQMZs~™ ]d0M, doo 
AmmHoab, <joobbom 3oces6bdo. 

Gofd9 abss, Ged 3Z0b6Gqd0b5 ws MJGogqd0b SMsmg|myHo ImdHIOd9 bIoMIeE sHolb ~es- 
Jer 320L9d9@M0 bIGd0L AmdMsmdob b5o3-4d39@o, Js343d HMoMJdob sHsbeEMMb’ dobsbos3b v6 gaedog- 
a8, 498 ob Bab soo. JoMogeo Ijbogsdo 99, 93939, 39% 30837 SoMomMIMhHo 339MBQd0m 
IerdMsds. 3993930, OJ, LIEs(3 bse@QMds 380MEI80H0 393d0M%|60_ Esabsbs, Iq wCosbyHo 
I-Vbog9eM-VHO Lobsgdob gsderygbqdom godeP3qqe~r Dbaoghgdgdb 3b6q~3; obers dDobes 30djdem 
930 shse~mmgo0b ImeEg7mG] E83 8H8 AbAMMON~ 353d0%S) Esbs3myng3ZOM3je~ Cs Joo 
SMMOWMbosb BGmMHob. Oy LoqMOm Isbobosmgde~gd0 Zmr0begds BAM BQOymse wsdoMydyeo 
Ijbogsb Bmmob, dsdo6 A396, km~mmb’ Es dsmermb, 339J6gd0 bobsMa9der~m d5bo absoMoyjmo 
383d0M%d0b EsbsdIgsM7d~@seE, O sbymgQd0 Ls_QMameE sOb7dmdb. 

Sb FsGdergoeE396m bsd ds~mosbh 398 o%s 4q7dmb3739b, SGmde~g|d0(3 dodsMorgq~mos bye- 
doF9360M asdeoag3zmomb, oy mg AF yrdosb berh7d0 gHOdsbQmb bsdbdos6 Sme~roe3mbosdo; 
Jomoqmo dqbogzol Agd dag Amyzs6o~moa y3q7mMo Dsgs~man smgdyjcmos od IMa3s~mo Isgoeabogo0b 
3963933600 Dsbse~mos6, LOMO CEsbs3mMg{MgZOM3jmO Isgs~momgda do93°9H3Z69d9 IqneMId9(89 
Lory g7ogbo Cs IA39dg89 Loy3j76ob wobsfgobb. 


1. 30390 879063939: Ig~mpanbs Ed 5HdImboob’ JodIsHngQds (FI. gorHg{ob GHm3sM0) 

Agdo gha-ghoo 80370 J7Z0Mb3Z98, MY GMZMM0s 393doM0 bIGdLb BmmHob. I-ybo3ob 
S{MM@oAma d969d9 — LaeEa abS_MAbO gq7MhoZ0myQHo ymgMsemdol dodsMH bsmgmos. bodde 
SOMTLS dS 38m Z9E~Mg8~Ob 4430 dbodgZ6q0mMgZs60 A7Eqg,980 dob g5dmM3~ bsdo, OQ GrmgZO% 
Fe7ds Lobsg7dGMseE o3mMegdo0b sMAg3o. dvaMsd 4g, GMgMG(?3 Ige~rmeaab J330%g30Hds, dobws 
393030, O7 MHMgMG gM ydoab qModsbqmb Jg~mmeos es ssMdImbos Lodegmolb EMMb. Igbo30do, 
dom AQ Ob, %q80% GHOI:E0(308d0 (AMI{E~OZ Sbsbo3sM9db GMgQMH3 g3IOm3q~, obg JoGorg~ 
I-Vb0354), dsb, Msb5 I~g@ab monmyA@o BPD Q~|dj}~@o, Jabagob sbHo joes I4mbegb sHs 
BSH GO AqerMmeEdab, sH3d7© Ka qgQZob Lo gosenMo LHOH7IG Woo’ HZMbsbMoboms3. Iq sdob 
30b0d-49d Jobo Losbemgzom %780H BHHs@o(303bms6, LI76om, Hegdob go%gIq Lodmgmsbors6, 
MHsbo3 g3Oms yma Immagmbaab 3934 badyDdo gqMBogserq4M 3eoblbobsbbb] Ig~meajmo bdob 
IdHsmdob qsoMosAgbrdobos6 dogys30%o. 


JoGorg~@o E89 7308 ymo Gyo boygyoggd0b Igbogob Iewseomds 465 


Bd29M0M8E, TFoMImgaw@a760 Bas boygqbggdob 930m3yer0 sm~moy3mbookb bsdo booM]- 
Sqer0 Lsdbdosbo bod-ydowes6 7Hm-JQHmls (Jog. 2, Z30ceqG-dg. 1). 

Hs HIS joes, ayer JHMb] I_8) bdsdO AQ~MmeEoyMo IeodHsmdob FosMdsHngob LskoMergd, 
89873 dog3043969 368 Ms3-j6J8 ob NgmMHosbosb, GmIq~ma3 30MZ7~Mse@ AgnomnbdIg) boygqbgdo 
90,Jd6s. dogMsd JoMorgem Immogebosdo dg 39% wosgoFyqdwma ymbAMsdsybJGob dodbsb g3@e- 
SEM 39,9800 — 9H Iferbeos dob bo, Ifrb wos Ms0d7 Ibasgbob Im~mpoobo. sdoGod, 39d¢-- 
3067 dsMGo30, ,,80MEs38aMo s8HMgG bool (AmdMsmdobs) 36393309. sdQMogqera Aq(3bogqMob, 
os gaeg@ob (Sarah Fuller) O94d6oeo gb HaMdobo seEGgeb bdsos GFyg3owob ImdHsmdols 
OHMS HTH QO FOL CEsdodjemmdows6 goes§y3989deg: gh Fabgdo Jdbos6 ymbSMos3-yb fih-qemo 
HFMMOOL 180349039 L (5 dM LobAhQdsHob oj godeyqbgdob Aybogvdo Agodengds MgZscr0 g9- 
390936Mm XIT-es6 XV boy3°7690e5. 

Joo 60d%7309ddo 99 39070 9H8 89 b397309303°9H 8HMmgMgbagdb, sMsdJ{e gsbdIqQmM|d0- 
Ldsb, GmdIgmA’y IerJdge des wsdsdjereds-g9EsFy3q8 0b LoPje(3o0sdo. Ismo 38369 seE30~mo 
ager: gb sHob Gd. gomHaob BOmssMob mnbo zsesbbo, mdm {d033, SsMsmMIMjMs~o Comogajoob 
899mb3939do, Ibasgbse@ ImdHIsmd76 IjboZob wCsbsbOjye@ob 396 (dog. 3, 9, 6, 3, @)-. Jqd~@g_, 95 
935dd8)q 03039 Csdsdns3{%7d9Er0 A{MOMI-je~ob Iferbg sobs30 30634ME76, —300bdded70%C7-~0.96 
(dsg. 4, 9, 3). 

39 Q35)48ds CsdISMTIj6s, G-md Ig DqdQde~rer Lodssbos6 E8 3M~Mmbosb 3sdsM0 0d5b9, Med 
8 Ag_bo30b] Aydomdob 34-3940 Aq7dbZ~5 39M {Zz7J~rO ymbHMsd-jo Ah Q~mo GFobgd0 — os 
IHG GO BIOL ,,80%E330H 3HMgMg7bosd0~, 3H5dj7E bd 6dSdO73. 3930JHOd, Bqdeamrdo 330939 
390K 900M I78) BrOgemls dmdq376b 34339 Gqdmb39390b. 


2. 99MM] 39IM63939: yHooghnmds b6I9db Bohol 

JoOoqmo Im~mogeboob y395b7 B3jbe5976G MO B730Mb3~: 

4MZ0H WHo0gMnmd76 bAGda gModsbgnosb — sHab Oy 9H QHMa dsmgs6o dIoosg9Mo, v6) 
Ma s6obsGoMo, 830 ImGobs sGbzsodb Fyg0cyho yooog@omds (83, A es B, A es C), oy ob 
S40b dn~mosbo bsdbdosba Jlbogomo, 36 of69d bsdoesh MH bISL IrHob 4R36- deogma q\Ho- 
09M0M83d (MMgM43 gb bsh376gd08 JsMogero Aqbo3zob Kmg0j;%o wsdbdIsh] CoGgMshyjMsdo). 
Aqdo Bgzomb3q60b Fyoob omybHGs300bmgZ0b, Iodge3s Verbum partis-o, Gd7~90(3 y39%9%} 
09850 ds, jed3ME, oY Lsdbdosbo 3d3Mbo300b LsGyobo 376480; 03039 30060 bb3e Gy- 
S490do0 Djadergds 3038mMg{mMH, 4MZMM(3 JMMbdosbo bodm_Ms; MMbdosbo Z9MosbHolb Ig~mmeos 
Yyoggcrmgob esdmos IMmoagmboyM Jlbergo~@ do. 

99MM] Aj7Z0Mb3s: GMZO% sHob saqdqje~wo bsdbdosbo Jbeogo~mo? (dog. 2) 

$9300 bAQd0L BMG 7b4E LosoMob30He- ImdHsmdaM (bsI0Hob30ME IrdHsmds Fsb- 
Sabzdyeros) 5 GIF BrHob sH3SbLGq_Q~mo E38 LH AW yobblbobsbbadob GsGderfdbom, se3Z0er0 
aobsg908, a7 MZ ofd69d5 gb Lsdbdosbo Jbeo30~mo: gb 9% sHob AtTB, ws 363 AtBtC, 
oMsdj0 A+B, B7deq2,, A+C, Bgde@q3 (A+B)+(A+C). 

39390 Ima 7bbyb7dsm, Mod JoMoj~m Iqbo3sdo dy 39% Z08mgZ0e@0 3d Dobsbosmgde~gdb, 
85380 49 gb 9 303MEO E8, 49/3 RM 060436q0~mMgI603, Ierdabwos IqboZ0b MISE F3Pecrdob 
3b9d0b dogds. 8d 8M39b00 393399 9d 4730M639dbq Sob-ybgd0b 38m365 ws 303839 30~g3 ber- 
3090n0 bLsabS {MAb M39: Kmgog%a bod jddO smdergshaby, Mod gsbssoMs bAGdab IrdHserdgd0 


93°76 938 c74H939H CS 33068 7H BOOaqMomdgdb, 99 abgMZ0e~mgd0b g9d-jedIGdqemo Jdorbs33- 


466 IHg390r0 Isgoe@o I 


mgmdsom (ds3. 5). 

Jb 3939 wsdsbsbosmgdgeros g3MErdqj~0 Lbsdbdosbo JbmZo~obsmgob, MgmM%3 99-13 bsy- 
37109d0 Lgmmob IerbFogemgqdab daogM dggb ZomgqwmMsemyM GsdoMdo A7_boqjemgdyjeo, W6mdo~ 
Lodmqmsdo bsbges%%y (Orienis patribus) (g0c9-d09. 2). 

86093693960 38646353969 Bas Loz VoggGd0b g3GMsqe~m ws JoGorg~ bodyd7dsb Bomob 
SHOL I-3]EM-d3, GMIMMI(?3 J73OHOSA~ bad~7d7ddo gsdery7bgdqjmos bdsMs bosoMob30H— deod- 
sds, 430M(3 dahomsea 860673030, dsdob Mem@gbs73 JoMorgmo bod~7d7ddo, GmamM3 Aobls, 
98098) J6d3 qlaXqds S9Mse~mger-4VH IerdMserdg9db, Ls80Mob30Mer IeodHsmdob Ingerg sobsgyqQd0o. 
35235d 99 39MZ9E 8H 30(36—Md JoMoye~m AgbLoz5b wo sdob Dgbobgd Ago’ sHsyAMob odo 
‘Aqdoderos. 

HegmM3 ggmrdsqco, ob7 JoGorger Aogscrang7ddo mB s3:ob9 CE gZ0bHob Ambsyzegqmde gdgsMyds 
JOM LAMA QO QO Fob gq9MGoz0coyOo yeogmsedab ba3630b A7boJd6gmoce, Gedqer'Gay3 ‘Ggade9g- 
d9 gsboogbegb Gqde930 bds. dsgQMod QgOMd-qjero ES JoHorgcera bad~VAqd0l BjeEsMadals bsabehgMgber 
AqeqQgb GoMdersoa76lb ob 2%s, Gedqema3 sgeg6b Aqbsdg bdob Masbodqdols jomMgbseo g96lb63039- 
ogee Fgbb 

Orientis partibus-8o (3098s,. 2) dys bISL sbsbosmgdb Lodo dohamseE0 4(3939, bodbdosb 
d3M@do Jobo sego~moal dobge30m: my g06830Ms bAZd0 gMOdsbgmo~@s6 MJGs30m5s CsdOM]- 
Sqjemo, BRS BIS AVE AO] boo3gbj{HK] ~CoYCId9; M] gvbs80Me bdQd0 yRZabAaMss ~sdmMH|dye~ro, 
As bds, Aq_bsde~ms, Irmosgbogb 3d MHoe@s6 7HM-JghO beh by, 96 I7bsd7b7 ber b7 doo Grmob. 
gb sbsboomgdb body Iqdob jdq%gL boGowb. 


420M; HIZ7EFMZ0b Ghrdo~mos, Joo yma Agbogs 9H Fygsomdl’ HG 3096b9 wos bodb- 
8e1386909db, OWd39 Zo obobo sHosb 3Z9Es6bgd0b dIsh3Z7bgdq¢r0 AQbogseqnMo gob bsGo~a wo 
abgm b0d-70do, MmgmMoGQ99 E3M0bdded7ere Peof'4eo-s_ 439638693980 BIoMse@ IqrMMEAd0. 
SOb96006s305, Gd goeEsFy3g8 0b derd76(9ddo bsd6dergZ96980 0% sMab, obobo Asbo yg gdqjmos 
Mo 3306 b0m (ds. 6). 

20M Ed sdobs, Mos 3306) 7d0 3M goeEsfygqGob IedgHolbngobss wosdsbsbosmgdqer0, 30- 
LH] AMIg@maI7 L639 LoWysQoobmgZ0b (Isg. 7). 

852380, Agdo sbHam, Bj9 bdo y3{7mob] sdZoMs@ Isdob 0403939, GmeEgbs3 MM gsbs80%s 
GIs QModsbymoe@s6 MJB o30Ms9 CSdIMM|dAmo ES LIoMIE Esd9~o bdObL BAIOM Lg‘ ob] 
» bob“ (dog. 8). 

39@763E5(3 B7doderos 3H)39, CE300bdddj}0-~m Jemfjere-do (A323. 6) s3mHeEo0 3306@oms 
LS EAHo{00 Ges (330681493 MLO), 3RMO CdZ08M08 E38 $4 8Hd MdZ0%M3808, SHId90 
9300 bdo’ IodHsmdoeEs6 gsderdeabsMyerdb. 

3 Gadyjddo gsbs80Ms bIQ6ab IadHomds MAG o3{0@6 3306401396 Cs s0G0Jom, Das bdsdo 
IerdHsds bab Goes6 330680%], Bqd~@gg, 93009, Csdo~mo bdo’ Sader, sHol 9d badydob 
(83g. 6) 396QOs~E77HO BMHImboAmra yegMsemds. 


3. eabebsbbo, 4mgmG 3 bdo’ ImdHsmd0b QHm0 3b3gJ4G)0 

LIIMAS Ab MEME JHMo, dmme B7dob3Zq39. v~@M] Ig 9Mg360dbg, Mmd Bas Loygqbgqd0b 
60-0-749do wobmbsbbo qbes AmdeabsMgmbeogb Jg~mmeoyHo bdsMsb3~mob ~qj30Ms8)gboodso~osb 
Z9MH039e-}HO  3eb6berbs6b%>. 


JoOorgeo @89 J73HM3qmo Deyo Go g{6g9d0b d-ybogob Imposed 467 


3630980, Gd JoMoqemo Iqjbo35 Cob bsbbyd0m 4R3M- GB 3dgd0, 30M] Dy boy3-76gqd01b 
Ldbs3mqjHo Igbo3s Cs Md ~wa~@a dbOd3Z6j~mmds gboXgdo Obgm abBIMgZoe~mgdb, GmgrMa39 
L3776e9, Lg8Bods ws Kerbs. ds360d 7b IbM~ME 43 Cob bsbbj6om Bydmdob bozombo sHs — 
330JO-d, 39360 Cobebsbbo bAGd0b Imdhomdsbosbss 393d0Mdo. 

A9deqg, Jogsc~amda MHa Byes FAIS dqMMNZSL gobdIQrMQd0@ 439391 wo bod-ydoL dsme~mb 
Lgg7q6eob376 dowob; Jgq~e9 LAs 343b MM Agbsderer 3sGosbGo: Gjes bISbMs6 BxGyrdsoero (G- 
56) 33068 36 Gos bIsSkms6 B7Gyrdoera erdiho39 (D-36). GmEg_bsy3 byes bds IogdsMorgds 
D-5396, J39@5 bdo dsb 83MHo~geryHo 3306) gd0m dog3z7d3, GmreEgbs;3 bg» IS dJogdsmagds G- 
46396, Jggr@o bdo dob jbo bdo qngMMEId0. 84 30730 Bgadmgdo My sH8 39 Lsdbdosbo Jbogomol 
go6bomgs GMgMG)3 MHo Fygomobs 36 mHa byes bdob _HMds6qnMs6 DodsMogdabes, 36 bas 
ES J39eo bdob QHHEAMAMmdobs — 3R0JHerd, sdb Hyd AAG GYMebs ws |sder(3~PaG~~M~Qdo 
LoMEAds. ds340d dq 3b69E53, OY HMAMH IerdeabsMH{mdb OM J39e9 bdsb Bomob wobmbsbbo 
33 BAGdaL 30MZq7EmsEO AX~Meo WMO AbgMZ00e36 (dog. 9). 

Ed s~mb: M33 AggQbgdo Ds bo-73-76ggdb, sObgdmMdb Agqbsde7 Ir~EGyj~wo Ib rE 
Godo bedbdosbo bodyJo — ~s M396 EEg’ MH domgsbo 7339 Bsbgm. Moy Aggbgd 9g(39dq¢] 
Gorn 377694, 3930 bod7do sHbzdmdb, Js360d 9d ghsdbq 9H 3ob0+97dH9d_ 9d Lodbdosbo JLerg0- 
Mob HQMHoOQ_~ bs30Mb7db5. Ibyxg{~mods XIV bsy3q6ob bsdbdosbo Jbogo~ob A7bsbqd yx_Qe 
ILaMme wsfygdqjmos, Z306s0eEs6 f3760 HgMMHa jm ImeEqm|da IbME~ME MMbIOs60 bod-jdqd0- 
Logobss 3963-4ng60mo. BRS LoysqbgqQd0b Iqbogob obmMo3obgdb, serdom, 0896039 sObys0m0 
4930638 g7J6gd8m, Msdeqboyy JMorgero Aqbogob abGmGo3bg9db (dod adQea ds43b, Med 
09309¢70 bod3s sSMedobs E8 mM 3Z5e—~g78Ob ~WsMTI{6qb0, G-md obobo jbeEs aobGe@bg6 o3H- 
eye bobssfbU!). 


F9dgg06d5 Aseereds goeEsjbsos 386g. bo-jbs6 Gsb6zobb ws LoBy3o goeEob3s EH. b30de6 
xoba-jemsdz0mb. 

4309m6 yoba-yoosd3zo~ma: 99 gobo7dMJd JoMorqmo aoc~mmdob ssGdrba~mo gob Kogogmm 
396-6 Fmd09H 739%]. JoMoOgmo BMsweai3oy~ro bLodmgmabs ws boggergborm gs~mmdolb ssMdmba-y- 
a Lob9ds, 4MgZH(3 GOMdam—~Os, IMEIMJHO sbHmgbgd0b bsymaos. JoOHoymo bog3e~gbor 
Ijbagob SsGderbosdo Ms3b ohgbb d37~mo Ir~wes~mmdobsngzob Esdsbsboom|dgmo IMogZ0~0 bods6- 
304989 (g4mg6G0, 2005), gqmdere: 

1) ssGgd3qMoMpdjmo Fyrds; 2) CosGmbqama joeegdo; 3) AMog0em3zo~merqMmeds; 4) 
BMHIMbGOIAMO 37M BHo3Z0mo, AMIgmMGy IMsg9e@~bdosbo Jbogzo0mob wmobgsMymo asbgamsMgdob 
099,08, GYMLberds gmbbboM7dyer MI36bdM3Z969d9db, d03sd, sdsbms6, sbsbosmgdb wobmbsbb- 
HO MSHSGOIMIEMd 7301 _ISHLo30M7djErO ES BIOMO gsdemg76qd9; 5) Ag7ermeEoyH L43-yd39~%} 
LSI4SMISYO O366IMZ86968M3 JrdHsmd3; 6) BMHImbo Amro sbHegbjsobsmg30b bodsbemdmogzo 
MMB AJGoWVMrds — AgsMa Cs I7MHYIZ0. AQHyqZ0b IAHsgsembsoMse@ (8o3-76JQ3073HO, g5d3e%g~o, 
LAMIOMO ws 3.0.) 38demZm763, L~e LodysGob DbodZbj~mds 543b IbreEOmeE J_eaMyer- 
G08)I}O4E $4396 0M 7d} 866IMZ86949db; 7) Logs~mmdemol Csdsdmeregdjg~@mo 36bder3869d9, 
»ZQ0bscrabo~, doMHomsese, sHob IgHHjro-GoGHIjmse 84396GoM_djero yoolberbo 46 y3Z06@s, 
dd3bM6, DDZ08MIE, Logs~mmdmobl Goes Iqjbegdo L639 Msbs4~rqMsd 780033 dorsgMe9d9; 8) 
Rabsemobo 8% bsbMZM93b MsbbdIorgs6qb8M9 QHM0}{MHMMd7OL Ed SbhOA~Qdb IJbM~me ~CEsdsd-- 
Ceg7dg7er0 MS6KdEg867d0b 939643086; 9) AmeEsmynm LobsqIsb sbsbosmgdb ZoreaAHo Imeyes- 


468 IMaZ9~mo Isgoes I 


650900b deooesHa ,,(8 946039" 5 9533833860 Lsbgmds6o (Zzo~erqma, Ig~mmeEaqjMa, Ig7~mmea-qH- 
Z5OIMGOAMO, 3°76 J30793H0, Ls30Mob30M%9d9 (Ob. ego, 2005). 

334036, Krgswoso, Ime7jersy3agd0 Jsoyj~ 38c~Od5do 3 bsbgmdse@ Bgodey7ds ~wsoger: 

d)  Imge7r9730980, GME _bs3 gHoa daqmsmMogol 306d9sdo/qsMAcqddO 07330989 _3O- 
CoerjMO (396(MHQd0; 3) IreE{ers(30gd0, GMEgbs3 0634369dS daqMsMogQ0(3 GS yo~MergjMa (396- 
87803 (8d POOL, A7bsdeoms Zoro’ dobho~ds 8% JBq70338eEMb Ed Jobo HMsbb3ImboM7ds 
IbOAL); 3) Ime qems3a980, AME_7bI3 Jomo LsyMeqbob 36 Zo~eqha (76HMob 3806mdqddo 
03382995 B02 dobHo~mds ES daqMsMMog0. 

sbymos Imgm ge d37cmo ImeEs@myHo bobGgdOb ob doMoMsE0 Es KMasea MsgZ0b9dq%]- 
ds6o, Mmdm]d033 3erabeges JoHo {mM bog3e@mgbo~m I-qbo3090(3. 

JoGoqmo go9eredab gormmamo mMHasbobqb9 wosrg|J48)03°3M0s: 

1) Gogsermdegddo 3er06E7d3 Irew@s~WMo SFAMZEGabIMZOb PBosq{ma s8H83j76GMsmoby- 
Sq{ero 3ocwerjMo Lobihgdo: IMoZ30e@bIos6o  Jbog0~mob gs6d~rs-deobsMpdobsb_ GFomdImhobegd9 
LbZveE5bb39 jo~rerqjha LodysMgqQd0, MOdq{mos BAbJR3ogd0b {mods Iq~edogz0e CEsbsd3q600. 

2)  Logecmmdgm@ da sqhomeEjmse  3erabogds LbgseEsb635  jo~mmyAG LodgsM]qQdbs og 
soyOO769d%q dodsMarAmo ZomMerqho LAG AJ jMQd0. dom MMHas6ob Amo SqbQd9 Cd govbobbor- 
dog7d900 443b. gb 3v6mbGemdagM7dq008: 

5) gGm0 dahomseo zo~mergmo (396860, Gmdgqm(3_ bob gdob (37bGOsemyO gergdqb hb 
$9der3@3,96b. 030 Doboe7mmdob’ (396H0d 5 doMHoMIsEse, 396b5bM3ZMo3b ~wosbsMhgbo d39MJd0b 
BP JQombsMobIL (Aoberbger0d9, 1983: 3). 38 (396GHOL Zor Hrbogob, boerer IGdImboye~ 
Imge763b goer’ Imberbog7Omdsb Go 7396'; 3) yor’ dohomse0 Ferbobsedo (mma 
JodsSMHor-y}er}d0E56 — dob Kad Cs J3gqd-rM 356er539d3RO 339M7d0E86) IoboeEyA~mds; 3) Beas 
3306 G40 96/es 33968 ye@ro LsyMeEgbjdob sGbydmds; @) Bebgdob mJGozqjGo 39-HIsa,9d9 
Jono g376JQombsmy_mo oe7bGeodob 39%]d9; 9) gore’ dahomse0 F\erbob bjeEs mJGs34qho 
39609mMMQd0b AdoyMo, IQHYDZ0 BAbJQOMbsE~myMo dSqbado. 

A7bsdsdobse, Logsemmdmob yjo~myHo MMas6ob 7s Ieorgemge shy Agadeogds smaG goo’: 
IMs39eObIaS6O abA|MbAMAd0bL9b QMOds6Jol G3~ob 396463939040 DbodZb6qErMmd0bs ~wos ,,393- 
mabob* dJ4rby b638-E5b635 joerergM Lodges] by DodsMoy@o yZo~merqho LAG AA hq_mqd0 ws 
IM 939 bIOS6O 3ObHLAM7J(30900. (b5939d09 obama YZMsgdg6Hob FoMdImImdey, Gmdq~ a3 9H 
ZrrabeE9d5 joemerqMo Ladys%]-(3496GMo. jo~emyHo (396M, 86 bogHeogbo 39980 In berms 
LSISLMH]EM|dIE bo4(39399d0 beEIZd> boybsyHo. 

9939 6I036 LAM AJGVHSdO BMHI-boqAm —_ob—mbKedagMydsm SHsmobobs? 8600369- 
Mogbse@ doggzshbos bsgscmmde ss6gob, cantus firmus-ob Zoey msg0b96j%7d3M5 394339393 
3063086 LF MAIE Jobs ,,qd869d036%, AqqGyrdos6 Jg9~@9 bIGd0 Es Doma WHmogMododsMm 7d01 
099309 IMsZ9erbdosbo LAMA JG -qQMo. 

InJAjQ~ob (Sqe@8 bdo’) 39HHo3d0 sHbjdqero HMIeE0Qojmo ssbgob AgbEmSs oy bo4Q393- 
HS CsdISIMSZMZdQIEVO 439M9d0, BIOM Jqdmb3939do, WamMey 0% ToHdese@3,9696 IMs39ebIosbo 
VAG 7G VoL Boer’ gq@smMogab (396 HMse-4H, Iys boH_bjoL (dog. 10). 

gb 4394980 LodgsMgb wsbsMhgbo mMoa bdo’ IA7Gymdob Ageqas~@ odqbg6. 

330640 MsbbIemgs6jd0m zsesbboMadobsb, ~jIMSZ3e—mgb ‘Bqdmb3939d0, ygor~el dos3e%0 
Loyxg{bq{Mo InJdqemob (I bdo’) Bs6gob 36 3306Gom JZ7;drM A7Gyrdo~mo ds6ols wesdsdons3Mjdqer0 
339Ms9 (54939, BdoMs@, Isbos6 qbobbdo dymao Imdsbowo3) (dog. 1): 


Joao E5 g3hm3q~@o Bas boygzybggQd0b IjboZob ImeEsemmds 469 


JoGoge IqboZobIQmeEbgmdsdo 9339 bo~73°969%] AQ8os, Logs~mmde~mrob beroMyd0b  g8e- 
Jvdo39, sefgMomos bogsmmdmob 30E93 gMn0, gvbssoMs bAGdL 33068-jHO 3-mMeabs(3001 
RJGmMGHM g59OH 37700 SHdebay~mo Msgabgd-qMQb9 — b{eEs MHo bdObs ws dsbob bogsbsmgdm 
FodHxdobs ws d3qMI3MMH0g7d0b 39646303950. 39Od-r~w, Ca_bZd0b JBqdmb3739do, d96b, ba~ms bIGdm- 
36 Dq-PsMH dM, serpyqMI300b QHMo bodbam 6530980 943b, La~e dI7dermpdob Gqdmb3939d0 — 
JOmam AVG (39Mdje~msd30~o0, 1899: TIT). bdomMseE seq%3(300b bods6os sbymo 336b63539d9 
IM 939M bIOSH LabGBoJb-jH bsg 969d IMMo3zo0~Medsb, 36 dob Ibaszb Ieogmpbsb GFomdImdndsbs — 
AME; ZIEs6bGo J3q9~eo MH BASEL gHo0 doMomsed 3o~~e 7H LoyMeEqbo 443b, bo~e ds6sd~e9 
30 bAQd0b 63963MH0g,960 386bb353e@9d5 (dog. 12, », 4, 3). 

GRO IerGsboe Isgscramgddo, bs gowesbbor 639,90898da ZorergMo (396GMos d, Gerdqer0(3 
InJIGe~rob HZobsmobby — a-Kgo Aqdsbgdqmo. sdoborsb, 3306840 gHobscmobols gsdergcr0bqbsde9, 
byes MH GIS JMMEAZbASE d329MsMM0gdO ZoMsMO7d0, ba~m ds360 — ~oodb d32,9%I3MM09g,do. 
3929619340 deodsbowmdo d dodboeoargoqma yegmb, 03939 gore mo dobhommds sdysmaobs 
Io Jdgera3. 38650 30 — d eEmmHag@o ymgGb; 96373, gsMdg~msdzo~mobyycr dogs~omdo bIsms 
aMad0 GFobsemdom, JoMadobyy~ bad-qjdGdd0 30 — QMOEHEr{~o Fobsmmdom — 8690 F-o3 ws 
Imdsboer’do 86 dodged — fis. 

5935H38, 4-9 bsg567Ed—~gddO b635E5b639 ImME~mogmboyjMa BsJGqMHs GFoHdInmIndb’ wos 
Lsimmmme sgsmodydb gory bHGjIGQMgdb. 

L3.Edb639630H0 6G JM3Z9e~jHO LAMA Qoob’ IJorby d29Ms3MMH0g9dd0, HaMJerbes 39%3- 
B02 JOQMe 396~'do _,,dmb’g7eMomo~ obSmbsGoqjMa HMGdj~Ad0 Es dsb] A_GFyrdoero 
08659MIMS0007d0  3,96b5FM3ZH9396 Sodbolb Aq_bros d3dIMSZH7d9EO LsygQb {MIL Cs goreH 
Lobab. sdsbosb, rBoMgQdye~ LobrBeo Iobs~msdo bIoMsE 3363E9d9 489IdMb63939d0, Gmeg- 
bs gGn0 Ed 09539 Ig~rmeEa_mo bsStob 36 3b {Hob IJerbg {MGdIQ~ms-Ime gma (dog- 
AMIMBogZ0, Imago, 6543930, Igbo) Igg@smMoQ0b8 E5 Zo~rob b635e5b639 dagHoesbss 
53,9070 7H 56 bbZ5eE5b639 bogs~omdmyddo, 86 gHmo 30dbob b635eE5b639 39%bo3d0 ~@s, 
Ag7bsdsdobseE, b635E5b639 obAmbs30qjGo0 HsgobgdqMQd0b5 Cs Zo~mejHo JobMo~mdabss. 4d 
I6M03, gvbbo3gqjmMQd0m seEbsbo'dbsZ05 ysMdqmsdz0mos Lsberor hsbsgMJ7d0, bsw@osG, sMs0r~y 
(96239790 94393900 96 Aq_bEgQd0, sHdQ@, BIOMsE, Logsmmdgmoms 39068460 gMods6gQn0- 
40356 B3Mdmbaq_mo sb3jJ4om 396bb3s3e900. 

38549096, Ed Abaszbo Gqdb393980 9H gsederb39db Logsemmdgeras M7s~Mjh yogMs- 
Ldsb, sHsdJ{E, FoMdmseE396b Sodbgdob HsdGFgGos — Z9Mdgmosdzo~mos Jy3e@qered7ob, Kab Ao 
sbobob, ,,03M3d6m6~ ByMbsFosb Lobhgdsbs Cs G7d38q%(308do sH9Ggd38}MOM|dAErO, Kb-qMHo 
Fgordab dfrby bogsmmdgmos s9MHdmboymo dbs. 

Hs HIS joes, KmbjHo LAGobs Es abAmboMAZd0b dDoZMeabH {MZ0e~-MHo gMHso9(309d04 
BybGo shsb3o bobrBer bobGgdsdo Bzqdeogogmos (GmgmHi3 GHOswoayoye~, ob939 somaxgboyc 
I-Vb039d0 — d3q~Ga3 ES Sbser'dOG); 493 4sd FoHIrjeEaZ76gemo0s, GMI B7bMI7bsS~o-yHO I-ybo- 
3992790 Cogan Psyo~meEngd ym go~mdab obgm IGmeEbggdb, Mma_rMJd073 043696 dIQd0 
B2M9MSIZ0~@ 50 (Z8bo~b sGmgyx_boAmo AgbogsmyAGo g563sM~qd973 34erbes domgdqero), 
6G 7d%] AQoered0bsg06 Eo JsM GOebsbs Es I_ZILHQM|7d~mdsd0 8ObjdqrmobsQ06 Mseo0- 
3962793 35646635398] mseE BogFgGom, 38dM]39M Cd {973A GgM~gd0bsM Logs~omdmgdo. 

sb7s my ob9, GoJo, Med sodbHs bobo AsbsFgM%qddo beE_ds QHMO ~s 00839 3OH- 
IQQdObs Co IMsZ9e—Mbdosbo 633,98-d9d0b HOTboM7d3 9 B){M3300b L63sE5b639 Logobsm7d— ~~ 


470 IHazvcro Bogopeos I 


SMsb9g9b9E98- FOTHZd0Ms E83 LHZsEO5bb39 Zo~ergjho dobmha~mdom. 

S846 5353d0MJd0M, HES sMgZbodbrM, Mad BMseEayoqjw~ IMsZ0ebdos6 obBboMm]- 
dob, af69d9 ob Kob-yGo Oy Had QqoM_djQrms6 Josbermgdyjera (M973 9b939/d306(3 Gerb-yHo0), 
SKSLosgdb 068) gHZ9e-}HO 5 DoZMeabHMZ0ceo-qHo sb3gJGgdob ZsGosQG0%}~od9 gwoos/s6 do3- 
0138M08(30%}L9-S._ 3-BIEM'}MHO ab mboMadobsb dozGeabAgMZ9e~qd0M -3g%0M7d9  Joo~el939 
36 7dM039E, B7VLMQegQdq~mos MbAoBedob BqeogQ90. 

SMS 9d3]{HOMZSAEMO BDL QEpermdobsmgz0b gsdobbjymo bydobdagmo bsbrBer HoJbso 
F9Mderse@76b AQserqMo yegmsemdob Jbm~me AMbALL, IGQe@ge~mmdsk yogMseo ds8yqhMoob 
3930330 sbobgobs, Gemdmob obGmboM]7d9 yrggery RIM] joogomqjmos. sesdosbol LdQbobs 
L8 AFmboMpd0b BobjHmd0eEs6 godmdenbsM], yyqera BMgZecmqho A7LA~7ds sHob JgMmse- 
Ono, g9699MM_dQ~mO {9MosbGo. bE berBoMpdabob, begs BmbjHo Vdgbom o68)bo- 
H7dVr0 AMoZ9eMbsbr3s6o, BAMgZOBsGojMO 339M3E0 IvBgMoob Jha ymbyMgAj~m bqdsdo 
943939; IMosg0~m0_ A_bsdeErer 39GosbAoeEs6 IbM~OME gMoob — Ireg~moab, Ireoyjbolb sMhg3>. 
BeBaMpdobsb gb WIgd HO {wo Lodmoem) {xm y3mbzOg_Bjemo beEgAds, Gsyerqdo gsMEsds30~o 
Bebgdob 49d339mo, 43680 Jobo 3mgserqhHo syogMdobsb 336753 M3b ofgbb abSmbs30-jh- 
L3qJQOQmo gMse@o(30980. 

y396m039  bgQImM HJdjmolb Agbsdsdobse, IMs30e~bdosbo abBmboMAdobsb Cesbsd3qdoe 
dag gzohbos bsg9eerde~7ddo HMHIE030734MO BZOMHI-jmpdob Cs IsnMby DJodsMorg~mo IMs39e~bdosbo 
653,9dmd0b Lb638E5b635 BsMIMboYWo J93q7MO~MMd0M ,,8@dOB76s~ os DsMa skamg7bs:0MsE Fom- 
Ioh769 bobo hobsG9M7ddo. 

29M E5 BZIMIMboD mobs, bog9~mdmyddo 389 9H535MRIHM3Z69d0b8 Job]%O JoGoy~ro 
BHAs:E0G03~0 IAgbogsmyhHo BaMmgbgdabsmg0b adsbgbGQMo Sm~mageboyHo Jdbse@mds-39d- 
LHymgd~mds Es 0934M3Z0%s3044~mMd573 SHO1L. 

Jgg%@> bdgd0, 7G yrds Ms Cantus-ob InJdgm bdSL, BMIMbOYMseE ,,893GI7db~ dol dogh 
2080 ]380° abGmbsyo7M HMGdIQM|LS E35 d3O Gobsmabydb. gbs oO ob Ag_bro, 30E%) 34 
8dMI3MHE7dS, gorergMo dobha~mdob JbHo3, Ls3dsm@ HOA Ms~yMos, 96 dHI39~~39Mer3960, 
Lbz8eEs5b635 SsHd-boy_~o 37MQd0 _ ,,d-(3083,99%. GMZMG3 bZd-OM 3MJ30m, 3] obGrbomadsals 
84M37bd0 ghodsbgob g6s33erqb9 LbZse5bb30 boyMeg60 ws dsm] dodshHorjymo bsa9dcrd0. 
4MIj7M ofOg9d9 dsMgs6 Lommem, Csdsdns3%7dg9~mo LadgsM], sdsb Ibm~mme dInJdgeob ob- 
8633074HO AZMHI-j~Ms ~H13769db Jgq~mo bAQdL. 

F639E5bb39 obGmbs30q7G0 E58 BMHIMbOYED MsZ0b9d4H]dQd0b IJrby Msb6bImMgZs6Gd9ms 
3999099870 Abs 3Zergmdo-magm@mag30  JoGoxy~mo bogs~mdmoab gsb6-yIQmMH|dg~m0 9'939- 
BagMQd0b {OM-gha0 Looe QI~ems. gb BHderbo-ym-_dIM3O4H%O AMsZ0~—bs5bjmd9, dom 4936 
26H A6Lo-47MOS, 4873 3RHO ,,299d3767dqje0%, 367) 3Mm@oagmbobydjmos bsgsemdgeo. 

IMSZ9Er Logsererdgedo (g36b33794H 7300 ,,38003769d-j0'Go) (548939603, Med Jgq~r bdgd- 
8S BZOMIQMOL Gobsmobo 30 54 ,,as8dgMnb~ gsesbhboModobsng0b ,,oMdsHoy~@o~ yboboboo 
36 3306Gam, s3dJGE LogsGsq7eEer E35 Iobsmmebgmo g{absmoboab  ,,0%33~03% ~os 35eEs6bols 
3643006 IJrbg LHM7IG yoo GoHInd396, ModqmIay bsd,sbd-j~mo sHss jo~merjHo (39680 
LS ,,0530E86 sGoemgdqmos dobesdo doboejemds. sham bsa7dmd3m3 IZdZImMd0M (39%-HOL 
Lad 33GnMals 386708 Moe~rgd5 Legds ~s JooMfgg9 cobqsMera avbgonsMQd0b nF y3Zg8md0b, bob- 
BoIb-jG gOngqmos avesddob 939480. 

JoGnqmo Lsdge~mmdme Agmmbob 3oe93 gHHo bsabH|QMg7ber Msgab9d-4HQds9 ob, Med 


JoGaq{~mo E5 gq{hmrdsjmo Bas boygzybggQd0b IjboZob ImeEscmmds 471 


oJ AjZboVwo Amos Zo~mb dgqMsmMogob Byes daqmsns godmggbgd0b sMgsmo. 3363do yoromb 
da9MsMMagQ0b mm’ dagMoems asdehgbs, ym3qe~mmgob Jbs8{MQer-gIMQyQaqjHo B~4e~rdobs(30- 
ab, go6bs34nM%Qdyero Lbymagmo gvb6Gymdob doGoMadgmos. IoJbods~@jHo be3sGo0, Mobs 
Lsdgs~mmd~me 39630 ,,0@F 93", sGob s0Mmd0ms@, grm@aqmo zo~mb Bmbymo (s6 doJ- 
Lo~ogoyHob, oBZ05m8e@ omboyMob Eg(300-9HO) 439M. GMgZM473 dda8~ro0M7dd0;3 {bIEs30, 
og,00M-1d0~98dO_ 3.363E9d9 4d daqhmal gsdemyqbgd0b MHo bobg — dsms~@mo ~ws bsbgZ0Mo0 Bmbom 
LseEsse~pdyjewo (dsg. 13). 

JoGogn-3964H goerd9do CIoMs@ 0686330730 IFGZ9MZ09~Mob doe gg0b, gqyerdabs30-4Mer- 
dob gs6Gyrds Bq7deos4gb gr~@woyeo gore VIII (sb joe qmo 376HMob oJG93360 gsdger- 
M9606), 36 dojbmmoeoqmolb IX dgqMmpdob symgMpdsbsy3. go~eb 8d 339 7ms86 (dogscromdo 
S0Hmdsonso, d gomoxols VI-VII, 36 ¢ dojbmmagoqmols VIT-IX) 43905 bdgd0b Bqds6g0m 
JoE_dEVA 0366deg8673508 36d0dE93HMd5 HO3 WHOS JOMoe~-356-3Ho gscmmdobsmgz0b (dog. 14). 

Logommdgm da yogMseo0 LogGGob smgobqdobsb dagMsmMogob gobMes go~rob sd - qdse- 
glo dgqM7d0eE56 (grroq_mol IX, dofLo~oweoyGob 36 omboymolb X) 439s dodsMor-yemgdom 
e9ds (Gag, 89dM63739040_ ,,g8dd37670q Lsgs~omdemgddo d360 grroq_mo gor (3968 Mseo~y- 
Go GeboeEs6 mAJGs3o0m wsdersy 30 fsw@ob). 336340 dsb] Isosmo dsaqMpdab gsdenggbgdobsb, 
og9mmdgm do yegMsea IsGqMoob 39 bs396-MH7db] GQeES dodsMo-~yeg_d0m  ,,ssgMmdoobsb~ 
$3,9M3MM0Z0 Ed 3O~E, 36 yom’ Lodsmmy] OG3Erg0 beerdg. 

Logommdgmos AmGHab IGs3mseEss bod~VIGd0, Lowes, Ig@me@eoob yjo~mb daq@smMogob 
ISOLA 464339] ,,98YyOH(363 gsbbszqQnM7dQeose sdsempdyjemo, bsbgodIeo, Msgabgd-jHso 
3°7362d063(3073H0 LyMagQMO Eo IbBZMy~mo gs6Fyrdol A7fdbob dobbonss gsderyqbgdqe~vo. 

jes s~abodbob, Gmd 9. Xo brbq~modob ~wg_dj~m7d9 dohomswa LsyMegbalb Mm Gs3q%o 
394d,980b ,,dd33 ws I7HYIZ 37GJZOmMbseWH dS _b_dsbosb~ 5353d0M%Q60M, 386M %erdagHos 
039M0 Jo9Oo wo b{h- ws LobymrogQheE Aqgbogzobsngob. Js36sd, Logs~mdemg|ddo IMsg~ose 
SOb96Mdb_ g8derbs3erobo 499639398073: CSbsgerWOJsOoj~, ,,29003969d-yer* 3006940, dscras6 
BdomMas 13973093034 LsZoeEs6ber 69,94-d9dd0 MAHo3-3G0 jbolobzd0m IjbEaMms 96 Ls4(3930 
39083965 (ds. 15). 

does Iqjbegdob 96 boJ39389d0b MJG0374HO Z9Esbbydom CEsdMsZM79bOs6 QHOseE, agmonol 
Lymm@ob Lodgsmmdemer M3E0(30840 3363e@q9 G7dob3q3980, (Jormodg, 1895:75, 80; 3q@gb9- 
(0009, Q-674) AmeEg7bs3 VIQsmme bogsmmdgmo InsZM@7ds gore’: daMamseo Bobo’ oJdys- 
3793O0. 38MMHdsA700b B7eEqIgZ9e JomE7djemo os6bIngs6960m (dog. 16). 

3. JrMoadosy74~ 9OM-gH ,,Q98d37,070q% ,,mdgmbo JgMQd0dms-Jo 30 (JrModg, 1895: 
94), ds6obb Ja9~ms Z9MosbHob A7LHyergdol 87dM’Zq39do, Wsdssme~megdjemo .3696g,g%3E0-d3 
998733008 3OME08 (dsg. 17). 

Jb 49406393900, g06bsgq7mMJd0m Zo gge@msnob Lygm~mob  ,,gs8ddZ769d-qe Lsgs~mdegddo 
JGo34%0 Mos 39eEs6byd0b LobdoM], odob dodsbodby4dj9mos, Mod d3g~m JoHoy~ bog3e~mgbom 
I-gbo35d0 7.G. dmb mbo3-4Herd0b~ 360673038036 JHose MsbssGbgdmdb yo~ergma bodg- 
sH0b, dohomseo Roba’ mJio3-4Ho g9MMdsagd0b 38606(3080(3. 

993993350 BAOISE_oVO~ abGMbs3077H R{OMIjmpd0b, sh LobHsfb-yHo QMO Z{~a|d0b gobs- 
Mab Ob _MHO daqmMsMMag,ab 380HMmd7ddo Iobs33CMgGmdse FsMICIOA,76l AgemenjM-IsHIMboje 
56 376430790 IME Qmsy3osb JHMO dsa9MsHMMogob BsMa~m|ddo. 3d EAM’ dgqhsMMogZ0 9H 


03362908, 9(3362290S 3OLE7}VMO (396M Co gore abGJMZseEyHo LAM AF -QhHo. 


472 IMaZ9~o Isgoes I 


IdZ9MOMIE, OT JMNdQIMMOS6 43j9M8MM0g,do Ob Mbs307}MO BZOMI-j~Ms IosgM%@7d9 930%] 
JGs30b a-%gq ws Ask B306Gom J39deOM Bq7qG yrds d360 (es deodsbow~o 36 dsb A7qqMoeEQb8 
6 AnJdge~b), 99 8qdmb3z73990, Logzses6br boJQ39930 d_ gmeragym 30cmda ~wsdosZ;Oeqb0. 7 
Jgqm@o bdgd0 99 a-b ylobbdo ~yqMm~p@ Jd096, Jsdob of a AMaQo~yEro TDgodeEmgbs Esg0bsbeom. oy 
3OMd7MS F-b7 wodnszM@7d9 (sd d360 Isb B3306Gob A7_Gymdb, Cc doJbomow@ojMb dJoZg0m9dm, 
Bam oy bAGs0 obbIo BgqmmeEgds, FoI JdHyds Zoerer J. 3oeer}M (396GM00/boyMegbso 
A7bsderos I-magqgmobeb, sagMsmMagob, oJGmdMo30e, bydobdagMo bo0y37bqAMO Oy d39Md. dog- 
SM008E, JAMdAIMMOS6 ba9MsMM0gdo Zoe jHo LsyMeEj6gd0 y37cr0b9] BIoMse@ Byodegds oye’ 
930%] eJ&ozo0b d 06 C, 06939, domgs6 Kadoo Iegd0q e, f, g, a, b, c' (dog. 18). 

JOnd,Iememosb 339MsnM0g,do s6g0b avb6gamnsMQd0b Isfbodsmyjho KoZ9M0 oJbgdo €. OrQZO 
abAobs3077% A{MMHd-jEms Asbby (Qme@oymo go~mb IX, 36 dojbmmogoqmob X dq) 
ISOS SMIMAL||d9; 36 JoMa~-Zob- AHO sodbob Lsgsermde 336340 gre~mrojmo go~mebs (3960 
Byes 893M 396d9mMH7d9 wag Isbdo~mby 38dIM{MEI7d9; 96 03039 439% 3363,do doewenms(3o- 
abs 86 gsesbHobsngob ,,bgembsgMger, IobGodqemoMpdqer 3bGH_JLGdo gsdehbeo7ds (bdoMse, 
JoOner-396-4H Logommdgmdo jormb dagMsmMoagob jdomemgb 639M 7d06 Sobg0b  ,,dosbemg- 
sobs), skgo G9d0mb639390do 300600 Ambsemmeobymos 8Ed538~m0 Impojms308 (36 gsesbs) 
dagMsHMHagob (3mroMgQd0m. 8d JBqdmb3z939do ~yoryrme@ ofg6b Ms3b Ingevo bLobsgdob d3%s gmoo 
Bebo bdo. Ibmm~meE, sbsmo b3j;MsmMag0 absMh-jbgdb dgqcrob abQM3{0e~jO LAGAIG4- 


Hsb. dagMsmMogob’ (43hraMg]d0M IME]MHS(309d03, HoJGmdGo30e, GsGIosea96b Igeomeo- 


90-39MIebaA~Ma 96 396J3079H0 IME Ams300b 396b5374HM]djEM 99IdM63939db. s~dogoc~o 
JodsHo-jmgjd0n skhynd Ime _mosyoob EAM’, gmm~moyjs 30m~mMdo bsbgZ0%0 Ambo Ismmegds 


VI es TL bs 96 M930, sbse~ra gr~@oyho go~mb’ (396M 30 beE_ds d3ggmob IL boygbqjmo. 
doJbomagajMdo bsb938hM0 Boboo sdsocregds VIL es IV bs376-3HgQd0, (496HMo 44573 gomo 
Bebo ,,s0F 3b"... 36-9, Lobod-qjdeew@ Imygsbo~o dgq@smMoagob G9dnb63938d0 bsbg38%0 Bebo 
Sdsmemeqds b es Ff (43690 bobgZ0%0 Bebo sdseemwogdss € ws b). Aqegas@ dDozomqIo sbse~r 
dgq{MsnMogb (fsMmem-gsbyMo ,,GdoeEs- MIQHOM™ (dsg. 19). 

dag9MsMMagab GZcromM|d0M Ime Ams300b Lsbgs d2,j@sMMagob 399657330799 gM Boban 
58M — AME]bs3 begs go~woymo jzo~ob IT es V (s6 dofboemow@oymo zo~ob LT ws 
VI) 459396-3H9d0b 65bg38MH0 Herbor EsE5dH7d3 ES BOM WOH LsyMegbos gomo Herbor wsdms 
390969(3309dd_ (MIQA9q6 G0 JoOaer-jobH0 QZJsGobGoy~mo Zs6mboes6) (dog. 20). 

Aser086 BIoHIE, JoMOr-Z96-AH go~mdedo, 8d AME NmMs300b Isbhod-qjmoM|dqer0, Jo- 
Joger'90  greroqmo 3gom~m’b VI (86 dofbomoeoymob VID) boygbqamby Ggbos308 (86 3d 
339M9M5 Aj7eEsM 70m wow Isbdo~By) g5dEqQ%qd8) Cd dob gmb%b7 deodsbo~rolb JAg~mmeagmo 
IdHId8 ES Z96b3FOZMHjmo AbGIMZdI—MqMa 3OMMeobs(308 beIZds ba~d] (4;79760b93b beyero 
bdo y933¢0bs) (Asa. 21): 

39Md9EMSdZ0~—MS 3847399960 dag;MsMMagQob YZ@mom~mgdom Io~weAmsyo0b 30E93 MMO bobys 
LIgQoJLoM_djmo, GMdI~|d0;3 Bynbsbos6 Lobihgdsdo goeo8s6o~ bb63s bogs~medmyddo Bqes- 
MH dom ODZo89E 3,363E900. 

3043900 897dM63739 GFoHIme@Eaqboeros 30d690  ,,69894 sGb 3930 (38dg~sd30~0, 1897: 
9) (deg. 22). 

38 Lsb6MBer 6od-4dIo, As6sdog gsdsHebydqje~wo gomogmoa gore VI bsy396-46%] wes dob- 
036, g3068-7Ho BOMOMeabsyo0b sq{o~mps@mdob asd Esesdmpdqer ID bsyZ9b-3MH%], saqdqjewos 


Jom 7mo E85 7{OMrdq~mo Bas bo yA376qqQ60b Iybo3Z0b Imwes~mds 473 


Logsesblor bsa9dmd5_ ,,g8Mdg7~mss6o* gsemdobsngz0b Lobsbosmm IAmdsbo~ob ‘arom. ds6sde9 
g0dsGmbydqeo d daqms 39%393b jocmerqGo LogMegbob dbodzZ6g~mmdob. IgG Her-GGI-jeroco 
bsbasbdqm, sbse~, CS LsyHe bb] 039dqe0 DozMab IMAI {Mob 38039 6sbq39%d0, Irdsbo- 
Mob Iq~mm@O™G 194939350 5d~O7ds Isbsdegero d gmreoqmo jo~mb V boygbyaMo, Jqde99, 
— IV. bys30e36ber b343930b ILE 6569390 (bsb3q60b — ddodobs B7de@93) beg7ds do~_djero es 
qomoymo gomerls 39648) 3073985, Mdm doy gOdqmmogds Gqdegnd Logsmmdgmo. Mmgm3 369- 
53M, ,,6978% SOL 397300 dgqMsMMoZ0 LsdMA~os 6369390 Hobo Sade. 

89MM] 8qdMbZ7Z9 ZO ZIMdgersdZ0~—MMs 3M7dqeMGo — bsgscred7er60 Iedob eE7bsbfs4e~o- 
bs — (39Hdgmsd30c~0 3., 18991) I_dog0em 30d67db sbsbosngdb (Csbegdgera der39@00 96) 
(dsg. 23): 

Logommdmob 9d 3934968)do 068637308 dogwmabyds C gmmanjmoeEs6 eS ombayMdo, Jgd- 
093 f emmMoym4o (,,boae7Iembs*). sdob Bqd@q2, da9MsMMa3,d0 03336969 4 d39G0b bodsmerg 
(as—a, es—e, b—h, f—fis), boddqdr~mosbh dgqmommogb (G30@rob ghoeagbosbo, obGmbaMmId9 
ZOdg}meqds 39 d2agMIMMH0gdO saqgd~ye jocregddo. 

Logommdegddo bdoMos JgHmo bogMeg6ob 30%Md9dd0 orm’ dobmHo~medal (33~momgd0(3- 
dJ deragzs4gb sImmaggJQob ysMdgmsdgzamabyqmo ,,dggr~am msg3860b 3b3gm“-ob Igbems 
sdme~engds6o (doa. 24): 

806,06 9390s Igbo gHobsmobo sHob g, dsA6sd J3q9~9 bAQGdOL B9MImMbo AMO ,,9JG03-- 
dob" qega8e, I Gqdob3Z938do bsa9dmd39 C eEmbMoy_mdo ,,sedmhbes*, I-do — g gre@oyMdo 
(ds60b es-ob 39439M60m), TI-do c dodbmmoeoqmdo, bog IV-do 30 — g EmmMoy~do. 

JoGam- 39694 g9e~mdsdo 34939 BdoMos gormb 3me~rmMoM dob 49dmb6393980(3 (dda. 25, 
o, 3). 

IM939e— 30d6G0 94937 BIoMs@ 3363—g9d9 AbBAMZI9EM-4HO BrOmMMeabs300m gs630Medgdjc~o 
30K2014}MHO  3,8086M7d03. Logo~medgedo dIeowo70H4(308 96 gsE56Ms dgqhsMMog,0b GYZ@oergb0m 
9393 00ME}8 BZOMISL, 36 BodSqmob Im~mogmbayjModob, 9.0. ,,2S8d396gd0b" g5bMeob. dob 
doHaMsose 396s80%md db: 

1. bdo’ [obmbob] 36 Bs6Z,0b BHseCaGojmo LAG AIa Ws; 

2. 008GmgZ0bs307}0 BVILGjeqd~d5-JIIEmdOb 34M 3g7bdO Zo~rmb’ gm~mmMHoMJd9, 39O- 

Inbox B_qMsEMgZb9d0M Msgobqd-qjHO ,,08d8d0~ MmdgQe~odg, 86 y39~m5 bdol dogh; 

3. 386340 daqmsmmMagob (go~mmdabsmgob, Lsdgsmmdme Ig~mbabsmgob) qgoweyAMgbo bo- 

363M Qd0b asderbybo; 

4. 386340 obgmo bsg3gbqHob g53—gMI7IS, GmdIQGMOG, ZO~WO’ gmmmGHoM7d0b, 86 3Zo~e- 

G0 g0eEsbHob ods jb sderggh Geergg7@ BAL. obgm Gqdmb39396d0, dbodZ6g7~m3960 

R0J8OMH08 FIFdL BmHob HHoGmbob msgoe@s6 somgdob ws Fdobwos g306Hob v6 330Hhob 

syegM sab dob6om, Mmdg{modI] bsoygbJHob Lodsemob’ J_7GQZ@ms (ds6bs es Iodsba~b JBo- 

Gab IerbsmmeEbyero BHaGerbo msg0e@s6 syoegdob bodydo, Bgbsderms, es306sbera dg-18 

5 45-19 Asgseangdda GFsMdmea jbo dego7~s(309dd0) ; 

5. abGgM3Z0e-qMo 3amMMeabs3oob Hosqjho E8 Hs:eo3oymo bsbg9d0; 

6. abgno sImmagmbajh-gsJG-jOqmo IngenpbqQ60, MMeEqbs73 Lsgsmmdger’do 063938 

306380 bIAGd0b 33068-jHo 96 MJGo3zqM0, Co BES bAQZd0L FBMRZOA~O ZeomMeabs3o0b 

Bosqma sHob303q9d0 5 bAQd0L ,,6oMdISBoqj~o~ qQHnogMd0dsHn7d5 sbs~mo Je&Gob json 

ILOEMEISS.  33,7CPOLKIMdM LoZseEs6ber YOMI4M_dTdO sEdogsmo DodsMoryergdom dsbob 


474 IHazv~@ro Bogopes I 


406334 L3emgdb wWsdsdmemegdgera <jbolerbobs396; 94939, dob Ig~mmew@ajm 06 dImo34h 

060(3078)0390b, GmIg{e~rMs CHM’; Ob GqIOM3Z76 sbG3e@9d9 Mog0b 0-7698H03 abSmbs30-qh- 

APOUAA AE ,,g998MGb* es IL bd qj_QMM@_dS 36 39E9RYZIsMJ~O0bO7d5 IdSbI6. 3d CMe 

836% momjerl 4339 InJdge@os6 Irdsba~ab ,,qHoagMamdab 3s6mb%odogMm7ds6o oF yqdg6 

$pImJdjGe969b ws, sdoGeord, og0 Msgob b3j9M3MMH0g,4d0 ds6sdIe@9 (AoJIQ~os6 3306840 

3OMMEO63(300b dobj bom) ,,sHdgrg* dggM7db symgM]SL. 03039 ‘Bgadegeds _,,esqdsSMaerls* 

L639 BIG, — SMMagmboAMmdob gsddsyZMQd0b, 0d8MH-Z0bI30-9E-M]QOLAOAMO  ,,09- 

Zesg0F q7d0L", g06bs34mMQ60m, bAGZd0L gsesKRZsMQeabzd0b 3qdmb3939dd0. 

3dM0390, Logs~mdgmda LsgMegb 3239M3M5 E8 JsMby A7RLMEQdy~D bsagdmdsms Ieor- 
6s33G~gMd9, abAmbs3o0734Ho AMMIQ~moabs 5 IMs39~bIosbo LAG AIH WQHob yOooghmdI0Ish- 
o7d0b5296 Amd@obsMyMmdb. InJdgqmobsodo AAG ygrdo~ IGs30ebdosb Jlbeog0~mGo jo~ebs bo- 
376 WAQd0L QMma_QMMdodISMO db Zo, JOo{Mo HMseayo yo IHs3eerbdos6erdobsmgz0b BodHo 
B9MIboAO 386-6G-do7M7d9d0 ZobbsbMZMo3b. 8d yorergM Msgob dO Qdsb_ gdS8)q0 LoyMegbors 
8 A7bsdsdobse, domby mMagbGoM7d4~ boagdmdsms Kd smPFgM@omoa Imbs33ergmds: 30EM] 
cantus-ob LobBoJbyMo _QHngymro, ImEgMma-{MMdI{MS 9H (5dNIZME7dS C5 43979 GIAZdL ,,0% 
913969db, or Lom joes ,,Gd30e@696% bobo, dIsbsdo] I-ybo3Z9~oqH LAG AAGq{Msdo doMomsosso 
8erJd9E7dL HOJG_ogero yob30g4Hs300b M099 Lobo (SsMs~gmaMo, 3863380 bI7d4 Gomols 
36 G{oAMO LEdssaMabsoM7dOb, SsHs~@oabVOy{~wo, 386b63539dyee-dgeremeaqmo, 3b GHMsbGyero) 
OLAS ES IOI3{8HO Zo~erjGo (43q9~e5) LodgsMobsedo dobowy_~mdol 3566960. 

Jgqm> bAQGd0L (Aerdsboe~robs ws d36ob) smeragqmboyH-IgemmeojMo sfHogmdobsb, jo~mb 
(G96HO0b5396 ds dDotoejemmdsb, Bogag%m bsagdmdsdo ,,bde~gZb~ Ismo MMaqbHsy303 InJ- 
Ig@ols a6Gbs30734H HOMIymsb9. LGM 9d Amge~abob, ws 94939 bAGd0L Smerogy}mbajhHo 
50014 309093800396 LGG9y30b dobzboM beEIAds y3Zg9mmoby IJysMo Es gsbdIQrM_ds~@0 LoyMeg- 
Bobs A933c 5 L639 boy37byHom, 36 9.G. gore jHo 397M 3393;~md0b Gomder Jabs. 

RIG QHol gerb3ogjHaMgd0b LbgseE0bb39 Hosqdab go6bmMGagmydob 36-m3gbos6 Ixo- 
LAM L5393d0MZdAEM B9MHIerbo nemo AgBy3{qmgdo g96930MMd9db JoMoyemo bsdgs~mdme b3e- 
Zab ghorgho34O M9Z0b7d4H7d9db. HoJGqMob L63.eEsbbgs6s0MseE Smmoy3mbob&jd0b 34m39bb, 
SMOW}MbOVMMdob dvBgdob Ms6 sbes3zb BGHdmboymo bob goMoyerQds Co Lodgs~mmd~m 
B9HIMGA{MO SbOMgZ6zs0b Ing~mo LodeoweHob dIoflods~yjHo GomImhybo. 

g06bs 344M Q60M Lhab rs, L3v@5bb39 Lodas~mdme b3mm~gdob HMseaGagdobsmZ0b wes- 
ISbsbOI7d9C90 — SMEOQAMbA{H-QoJ {Oro sbAegbqbob MosgabydqMydgs0m y{mMHdoM_d-je~mo 
53H 0306, Lobsbosme 37H HoZ0]AH HNsbsym_Msoerd9Ms 3966635390060. 

A3963de7 Iomefgye bsdo39 bsdgs~md~mm Lym~mob Iqbogomqm gob sbsbosmgdb b93%76- 
LMG E89 HIG 304VO Hsbsymg{Msemdgd0b Boma gsderynbydo. Esbs3e jMJoMorg~ 300698do0 bdo- 
Gd 9939 330GH {mo Hsbsyg{MIsmd 7d033. sdsbosb, AzeorJIgeob bya~ob gHM-gho bowwyH 
FodsbHb BzZ9MBeJGogogmO@goabs Cs 330bHbmbs3mMeE7d0b LobdamH) FoMdmse2,96b. wobogemjH- 
JoOm Aw, g06bszqjmMQZd0m Zo, Aqersmob Lym~mols 30069ddo, ,,380d396jd0L% As gdsbos6 7%mse, 
BSG AOMdLE ws LIoMse, bow 7H FoOTDbsE 043939, 30LDZ JBOO MHHM HsbsymgMs~oerd dob 
(693003, 86 weAMEQ?3095 396380 BIZ BrGHob, dsmgs6 LydbAam, bys8odom 36 mJ8)s30m 
LSdMMZSAMO Bas BIS) godeggbjd0b Isgs~momgdo. WZIGaZboZ@mab L3yrc~moab Logsomde~gdb yo 
396380M%s BAGO MJG)5374M-—gG300-7H ,,RSOBEdo grbLUobsbbjM es Cob bsblqjm MsbsyzmgqMs- 
LOBSOS ,,C0ZMO3S~ derbs33~Mgqmds Sbsbosngdb. 34 Ierdsba~als dnJdq~mobsas6 J3q9e@9 dodsmor~y- 


JoGaq{mo E85 g7{hmdsj~mo Bas boggzybggd0b IjboZob Imescmmds 475 


M7d0M CLdMMHIZd0L DsJbodseryMHo 6G JMZs~mo, Aqbsderms, UJ‘ Ao, qodZ0smgb Gqdmb3939d0 
30 — bg8GHo0ds oyrmb. sdobos6, bsdo37 Lym@ob ogo~mdemg|ddo, segm0gy}MbojH-doe~mmeEojMHo 
odds Mob IJorby ,,3396d9ddo0%, BdoGos qpbemgba dgq%Qd0m sa7dqjmra, bag ybeE™QM-B IO QOQ@o, 
36 693796-7H- 339 {qe~r0 (Gogsesdog — Vag qbeoy{a-yersbGge@qmoy 30) MsbsymgMseomds6o. 

43967039 KQIrMJ-jmoes6 gsdmdenbsH]mdb, Gd JoGo yj Logs~mmdgmdo jgo~we, Me- 
33 S9Mderboyer-obGmbsyaqjMo Lob hgds {:mobogds, gsbobsbm3MJdo Ed MQ9emo%eEqbs ghHmo 
96403, HOseayojcwa abHrbsyoqMo _MMd-qjemgdob (gb MsgabgdjMQd5 Jomo yw bsg3z~mgbor 
I_LOZSL LoqQhnE 44gb dso0bs36Goy_%, ZOogmGobyyjer ed %63d76-44 HMsE0(3096M6? 5, IgmM9 
I6M03, SMMagmbayMHa IMsg5eMbIOsbOdob HoJGmMJd00. 

Gogomdgmos s6yerobo 33063769db, Ged ob6GmbsyQaqjho AMMHd-j~m|d0M sagdjmo sHJq°ho- 
3440, BOseogoye~o cantus firmus-ob IGsg9@bdosbo gsbboMyage@pdsabsb, y3q¢r5%] dors30%0 
ager 386Q0b {Md Q~S-ImeE_M|OOL b635E5b635 B3Gdrbo_D ymbAQIbGdo ,,sedmhgbs™. 

Agqbsdeoy ImeEG aggro, XIX bsy3-769do baMbsos6 bobAgdsdo goes sbo~mo IgbogscomHo 
Isbsmom 36939 Cobh {MogQd9, O-d oBMAMgZ0bs3Oq~MO Hsgob-jR3m~m 7d0b bodbam oye smdgkeoomo 
I-Vbog9er-qHo Job L639 99996896073, dsm BmHob, gomm3, Mmdg{mo3, gona IbMOgZ ~hMseo- 
G00b Bsa’, boe@er dgmH] dbMO3 Zo — 8mMmrg{3MboWHo 093HM3Z0%s3(300b 439% ager. 9der- 
JBge2980M0 Msgob-j3Croqo0b _ ,,dsMIZjm0M7dj{~@mo~ HMI:ea3oje@o abGmbs307Go 3Md-ys-Ier~og- 
69808. ds 4639056 39680M% ImEng}zO39(303b3 Gd IMsZ9e—Mbdosh gsbbMMG{agMm dob Foderse@a,96b 
SOL ZdoMIE MsZIe@ Logo~memdgmo. 

SdsbH86, LFMMQE 4d gs6bOMRZa9m d0b SMmagmboyMa SMM37bob DBqds~wagb6ge~mo 3ed3er- 
HpbGos Logsmmd~mob ssMdeboo. 


F9dy396ds dsemmds gsr jbs@s b. Yobayersdgzo~b wo, Jsbosb gMos@ y3qe~rs JoMngqe 
Ig3609MLS (ds AmMIM_MsEy-3MsJHOZOLL, GmIKrOS byemgZ6_dsb o~ys(39do Ier3go3b dIbdg6ge~0. 


696309 J7’3Z76gd0b B7dIEQa, b0d3s 84MIIS s~mboTdbs, Med JsMoymro smm~oy3mboob 393,9- 
S940 gMHO-JgHO 8609367396 3Hedmgdob FsMIrsw@a76b BgMdobmemmaas, Gmdgm day qyboagmo 
8 JsGMZ7M0 99(3609%7d0_ 396bb3939d4er JbodZ7I~@medob 9896. 

8S3.8C0M8E, JMO-JMMO b43386der H_Q%dobos ,,30~m (,,dereojbo%). 93905 Lbs@sbb35 Ms~@s- 
Gb gqcmobbIMdb, GmBZ9 9d HgGdobb oy76gdb. Gob g-ymrobbdId76 JoMagqmo Jq3609M]d0, M730 
302 B]_838MS 3096? 14396 343d, Ed Zomer CsdeZ0Egd{MOS 38E86L%]. Gay Z0c~sd3sMs- 
399M 3067] BrgsoseE. Bs boy376g9ddo 9d HgGdobb 099698696 Imbmewooskos6 dodsMogddo. 
852,459 04396 (989M%336M 30] IH93{5~bIOLHMd90, Jom (33909d3EMd5b], JHMO Zo~merosh 
I9MMH7dO g9E5b3~sbJ Cs Jqd~wIg, IqbozocqjHo bodqdol Agbedg Zo~emdo wsbHqj~m|dsbg; Hob 
6odbs3b, Isgs~monse, M38 sd3odM, Gd 7b Godydo sHob sds Oy 038 Z0~mdo? L3godmbols 
39derb305d0 6333530 OY 0863639%E-d5b] (CO-soUNAS), dsA439 3547398905, Gd O3j~obb- 
99d8 Abdo? Agdmgob msbsdg9%I.EMd5 sHob ob, M33 FHOEMHMADse yOQMb. Mmsbsd_aqMseomds 
4 sHob Ibr~mme@ ymbbobsbbo, 7b Dgoderqds ayo’ wobmbsbbo, abboyqnMygdqjmo I9_aMAe~- 
HOHI-{MO HZMOMHI-QMS. Zeobbobsbbo s43g6GoM7dqemos IghMyr-MHoGIjemoe. bodbs3b ory oH 
ab IVA {E-HOGHIQE Ireg~mb? Gsb gjrobbImdb yzsesbbo ws 65b6g39%38e86b0? b30dmbo 
45939 (989M33res dag%.OGyrdsob Imeye~o(308%9] (Scale modulation), Ms Godbs3b 9b, Ms 
396163539885 dag9M3sMMagQobs ws ZOO’ Irejms3osb BoGob? ImEjms os ds~@osb J36m3-qjera 


476 IMaZ9~@o Dsgoes | 


Igmpbss, Gs bodbs3b ob Imew@s~yM IQbo39d0? Gsb bodbs3b Imbermbo35cmds? ‘A7deEIR0 
BgOdabos ,, 3 ~odmeEsmmds — Gs ogqmobbIgds gs~mdob G7dmb3939do 3d Bgedobob 4399? 
SH0b Or 848 HME MEmgoob ~oayaGoM dob, A7bsdeoqdcmds? gb sab 3ombgZqd0, Gmd~gdals 
330AHE7d9 JoMoryero Smmagmboal DpbFGo3gmobosb, BIoMse A396 33943b 86mdmg7d9d0, Me39 9d 
Logombgdb 3q4MMdsgeGd0m. Cs My Z0)Jbgd0m aMdcmosbydo, AZZdErQdM JqZ00-jds3mM0 Ie~wgmo, 
AMdqm0 BsMbL 943b Ms3d0, Imegeo, GMIGMA’G (93376dsM7d9 3d 30Mb37b] 3ob-ybob 
39(3900do. 


SME 38—~78Md_ JoMorqmo LodmgMol BMImbaAM IMEqErmMS6 (5393d0M]d0M, g90b6bqbs 
MSZ0L0 Ls qdMEMds 86b5d~ ,,dnoqdob~ 4365393- LEyjeosdo, AmdIg@mLs3 gZomMg{o 39Msysbod4 
BoemddEgv6gemrerdeos. ds93d3q960b qIQd_bodob LeqjeasdGo Ieobgmsdeg Lodmgmob 3hHsJGo39 9H 
8Jerbosm. Jobo mbgZbom, baerddeEgzs6gemds 393939db dob wog0mgd9 Bg7Fyoo bdgd0, dosy- 
2696 AsMMgZ0b ~436—Md Jg~mmeosb, Gs73 JIM seE3Z0~Ms@ Wsderagb. JsMMgZ0b QMMseEQMOO 
8H 79S HJbGHob sGQr@bs smdmhbes, sGderboym LAG IG QM’ doo segamse syogb 
SOM. dq Jsdob WsgGFAjbeo, Mod JoMng{q~ 69303940, dso 9bMMgZ69ssdo Aswegdqemos dIHs- 
Z9Erbdosberdob oegs, sJgo080, Imegmo, GmMI~ol 8ogbsbs73 3°3,@a~mdn dq ~ws 38M. sMedo. 


abgd goMesbos: 49 dsJgb Msde@760d9 Jqm39bqds. q{soM3q~mgb yra3m@obs, qdos3%bo 
09300639: 39430 Oy 8H b5d-7dI- Bo38mMM7bs, ME(38 sE9H7d0 8d 396b63937dq4em Iybogo~onH 
Vom _db? MJ3960 336939 So8mmg bob 35M97d7 JodeobsMgIMdb, IbM~me odobsmg0b, md sb 
Hs 8j939db dooEgdm, 7 3943 39O3379~O bsd-jdsm Im3mMg7 bo Jbgo3bgdg7d0bs wo gvbbb- 
393909008 sbsbL6qerse? IqmMH] Bj730mb3Z9: MMgH3 36753, MGS 339%sMM0g9db sbsbge~rgdm, 
04396 IK MEME RZMOstab mmm bob, Robsemobb ayqbgdm. gb, Agbsde~meme, 9% aymb Bopg,0960, 
903.96 JsOo-j~ BHOs:e03077~M AIgbogsdo, HoJGmdMo30eE, gMobsomMa Iybo3sem Mo y3Msbydo 
Agodergqd5 L6ZsE0b639 seEgzomob CEsdms{HE]7b. ~d Jb, Agbsd~mms, odsbgq ager’ Esd-m30e9d-4e~0, 
oy bsoes6 dreob gb {Mobq60. dDsgs~momse, 356qndo Dgodergds g34rbegl {Mobs obgoo 
GogMeoqbom: G-G-G-G-G-G-G-A. dbas3b 3msbsb bsdq,%qemmdo 946969 386bb3539dj~mo wesbsb- 
&ye0: G-G-G-G-G-A-B. oy dbas3b 3msbsb aqmosdo o8mgZ0m, ob 43M dIsE~rs S38: G- 
G-G-G-G-A-B-C, 193808980 Aqbsdeos g34rbegb 473{6- -Csd9~ M-b] sb qj~g|dy_~wo 
33%s: G-G-G-G-G-D. %mg¢9%, 94939, Bgodergds Ed38bLGqj~mm ~wsds~ do-%j: G-G-G-G-G- 
ASE. 3933868E, (3968 M374 Hb Low-b7 wsdgsMgdqjmo Ibaszbo AMsb 70 Agbsdeos wsb- 
GAMO LH Amos 396b63937d4e seg 009db9. JoGorge Iqbo3me~mgasdo 1960-086 -1970-os6 
Fis29ddo 39 LoZ0mbbq Zodsmmdeo66.. Gogo sbesbod3omo wWsMGdjbgoymo ayo, Mod sm~e 
Boo, gHobsmoba ayer Hebogs, 3968 Moxmqjwho Herbo. bb3o A33~g30M0, gZGogmc~ hbog39d9, 
LISMHFIVHZSjeMO Ayr, Ed daqMsMMHagb avdoGmbgdymo YA GMomjho Bebo gv6bobm3Ms3e 
L8 83 AgbaZs~~jHo BZMOstolb m~me beo. f9do sbHoms3, dsaqmMosnMog,ob gs6bsbe3Mabogzob 
G20 GGseo-nHo Bebo 43M dbodZbgqrmegebos, 30EM%] AgbogsemqMo RMsb0b mE bro. 


SmMer B5—MgIE? 30 d3AMd, GMgZMMH og9dM, Gedg@mos (3968 Mse~jHo boro? 


0rbgd qroMpsbos: (3968 Gsm qHo Bobo ab Hrbos, Gerdqmo3, A3q909dM03, IgbogoconH 
RO sbsl OF y7db do6ob S9MPosdo. ob, AZqj~mg7dM03, werdoboM7db Iqjbo30~m7O BMsbsdo wD 


JoGorg~@o E89 7308 ymo Ayo boygyoggd0b Igbogob Iewsemds 477 


$mgxjO Ing~m bodegmsdoQ3 yo — gb dsMog00. 


8-~ME_ 38—~gIE-!_ Qh Ggbodems gsderagjM7d9 DsMBo309©, ds3%sd obg 0% sHob. 6396 3(3e0- 
COO 3538M 330MM, MMI{MaSs Ins39Mo 639%, GEOdqma3 sbeEgblb mMMasbob&ydsb, gb 9% sHob 
bsmgmo, 6396 dogdsMos3 gobsmobbL, Ged 3038mMgmMM bogham 39%». 


0b9d yrMesbos: e056, Agbdob. dogMsd max 6376 3909s Gsmo3ob of, Lows ob, 
A7bsderms, Lymsy 96 oyrb. dobbo3b, Coed 3sdsM0 gHM bgZbjOQ~ 053636567. gb sHob 
ASO86 8MHBOZ30 Ed 396dq9MMIdIE0 B3MS%S (IEQMaL): 49-9, Bsb—, bsbsbsm, Lsdzoe 3shg- 
Bommsbser..... Ag~MmeEas 937906989 HahOsJrMeb (G-C-B-A, G-C-B-A, es 3.8). Ibyxg_ermde676 
Robs], 96) 009%] OQ Loe “bes E8dMs3ME9b LodmqmMs ws Loe sHab Lodeqmal BmboxDo. 
JAm0 39Mbo0m gb ogo ,,A“, 66390 gQoJHrde6q6, Md Lodmgms joes wsbOamogdjmoger 
HIHOsJrMeal IqrH] boygQbq{Mb] (d93%0 L638 JsGoxy~wo Lodegmal dDbaszbse). Is3sd 
SOb7dMde8 39939 Od36s6ob 4639 Z9M0sbGoy Gd gb {9MosbAo LOQmegdmes Hy 8 MoJrMeol 
93969] dams b3396-93M%] ,,C%-%Q. 08 3HabGO80b MsbsbdsE, MEd LsgJb3gqeaQG30—m Isbse~ob 
39d033M0b9b y3q~ms wg ocrmos d60d36g7~me3960, 63760 yyAMseEM {do doodQ305 Lodegmob me~ob 
IMIMAM~OalL 63433ddS: ,,dgmbO wogZ5bHqeg%. A396 gb boBgy3q60 BogoGgmgm Ed 330MbqM, ,,s 
FeEA7ds, Gs3Gd ZoObyrmdo EsbOy{~gn Oy 83? mmo 6376 hogG3c©om sd ~4q3bsqMo RMs- 
Gols sOLL: gb ayer 936969, 39 AqemMmeosl g36b53-4OM7d-Qer0 93764308 943b — d03030b wsdob4d0. 
543,38M30, Lodeg_Msb 36 avhbos EsSbHymgdob gs6bsbmZMj~mo se@go~mo, ob LH yEreEI7d9 Msgobo 
LeaosemyMo 396JQ00b A7_Loj~pdolb Bqd@7,, Meme@gbs3 493930 gwsodobzdb. 3d 39MosbAob 
AsGgqmob EM Jocmo by~r3644H LoPjoQosdos — ob 49393b 30 9% sdobgdb, sMsdQe Imgmob 
403Og3-6do. sdoGord ob 93Hdqe~97db Lodmgmob, ds36sd G7deE 72, b3geEqGb0, Gd bg, Agbsderme, 
39234d}Mmegb afodeg, 30EM] gnbmdqjbogmmmal 0% Rsgdabyds, sdoherd ob fgMegds ws ofgrsbos 
Jobo 3MSbd ,,dambo CsgobMHj~g*. Aq7bsdsdolbse, 33 Ag~mmeEosh 8H s43Zb ,,bGFoMo~ gBobsmobo, 
Gseo(3 Imde_QMserds_ HES Ps:bO Amo’ bodmgms. gb sddo30 Imgoyg3;0m, Moms IZAZAbqb0b», 
4d Gmaxg 6376 3909s of, boeEs(3 9H bes 39d7d~mIM. MMgZMM%(3 babe (30(30030~Mds Ms- 
306 derbly6q80d0 dHdsbs, Iq3bagM7d0 KmMaxR_M JorMFobgzdob Lbgseobb3s {mMdsb 90996 obgm 
Lobergs@er9d9do, Lsw@sy, JorMGab_ds, MgMGy shyn0, bsqgMameE 3H sHbpdmdb. sdob Ibaszbse, 
A396 39096 Hebogsb bodmg@sdo, bsesy, Agbsdmms ayo’ MHo bb3seE0b639 ~wrdabsb Go AHeobob 
308068303, dsg. G36 G d9dmemo; 36 G es B; 36 Ges A. Bga30dmos 3038d8MmMM, Memdgera 
dsMgs6os BHebogs. 39330%se, Log3emgbom goe~mmdsdo, B7bsderms, 49936396 300d3e%a(30900 
eOdobsbAo MM 36 bsdo Febol yrddabsyos. sdob 9% joes dogyj~rA9H JROMsqjmo s9MHImbool 
LobAgdob HgsmbsbGabom, boos; GHmbo3o sdzsMse sHob. gb fgdo Aqdror39bydv~0. 


Goyxbs6 Msb6 3060: dobes IbsMo ~woszykqME MI3Z76b sm ba309b. ob ImeEg~mo, Gemdgmbsy 
0396 s30MsMQdo, domosh BsMgmos gMogmMoby Am Logsmemdgmdo. IMsZ9c~o Lsgs~medgmos, 
4I99MG073 Zobs@mobb {b3eEqG60m. gb sHob AmeEgmo, GmdIg~mA’3 dserosh sbeomdgmos hgg7bmgob. 
IMwGI~~m-NH HIMMOSdo Hobs@mobo ~wowo bbals Bodega gobeEs dsmosb dboTdZbg7~megZ960. 03 MgZEe~r- 
LstMabom, Agdo sbMam, Hmbozob 6s333Mse (3976GGoe Ho Gobo’ bIsM\d9 ds~osbh bobsa,9- 


dees, gb 9% AG 0bs9mdE97A9d9 M4396b Irw@gemb. m43960 shomoogqjHo Iowegmob mosbsbdse 
JoMo mo Lsgsmemdgmoa 4j@a9d9 _ HROMIjergdabsgs96 CEs Aos39M%09, Bgofdbsls gebdIqmMyds~e0 


478 IMaZ9~m0 Isgoes I 


VOTH {qo {d0b bas. J6OdZ6}@merd5 948 44Zb adob, Ged 4396 L-y~o3 96 JodsMm3n Ires- 
AH AQMMasb. 43760 HQMMOS sHs9 EsIMZOE7dAMO Gobsmobob WHno;MOMdstb] wCsbsMby6 
I-VbogrbOs6. 030 Csderg{oeE_dqer0s |96dQMMAd3e@0 b9543938900b 38mgZbs%] Cs 9M 443 dbo'd36- 
Jeoerds, 04396 Job Gob Groegdo. 


SME B9e—~M_sIE: JoHNZIEM 3090793,980096 YHoaqMomdsda A376 wsg{seE,069m, Mod JoMorg~ 
Hye0g07% Aqbo39do 335)43b bsbgZ9M30e@s6bo3, MGmIgce~mmsg86 Mommy Aero yobscroboz0m00. 
dd0G Ed CEsg{oFy{m sgoMegdsob Lobsofbob DgbGo3mes Es dqd6s Ireqmabs, Gmdqmay3 ~wodsb- 
yjemgdgqem Heal slq_mgdb bogoecomdgendo. 


001893 yrMepsbos: A376 9 qHES 39ce~MEMM, Gd as6bo~mgal G7de@ 72, Jogvg6jd0 SMmden9- 
dob Loy3qgngber goesHy3gGob. BdoMse, bsdg36ogMe ysdsHob boagqngber Bge9,0 sHob sbs~mo 
09300635 96 sbsemo goJGo. IbAOL A7ZImgmsgb6rn b0d39 sMedob bsbb769d0 gHoo wAihoc~o. 
836 smbodbs, md JoMorq~m LodmgMsdo yo3q~momgzob sMob s3mMegdob ByaHdbgdo. ss odo- 
8d, Gd bsdo L3reE5bb39 Ig~mmeweojMo bsbo Jdbob Momo sgmM@gob. dy 3q9ms6bdI7d0 sdb. 
SdSbH36 (383d0M]60M DobeES 39,0%08HED Aqdo (9330M3Z7d9 JsMogq7~@gd0b dogh godegqbgd~jeo 
53M 07%]. AMsZ0~—0 Fob Fob, GmE_bsy JOO ye HHs:e03094~ Igbogzom js s&OmgZbzdob 
Z8O9M7dEO Q3MEO3{~ 3e~sbo370 Iqbogob, od ~wob336sde@7 do3Z7~e0, md obobo docoosh gs6bb- 
303090086 adam, or MMgMH aFygds Ed ZoMsME{bs IqbozocmjHo oEgs. g3OMsqmo Iqbozoc~- 
JMO 09d, GMZMH 3 Fabo, of yqdo GmdIgqer0d] LA sdo~-yHa gevgdgbGom, AgqymgdM03 Brbo3Z00. 
8 89HIMbosy3, 4MgZMH3 Fobo, Feobo3zy3Hos, Agmmeds3 qIgegboe oF ygdo Brbogob bodb- 
Iergs6qd0b 439M 7d0E96. AqdEgg, areceol Lys 439%7db5 wo 39%dmba7db] Es r~eb Febo3zob 
JOM AOEO}dS. JSOO~ AE HMs@0(3047LY 8%HMZ69d8do Bqab0'db7d9 4d39Ms 3864630390: d-jbo 30cm jHo 
095 BIoMsE Cobsdo\MHo, sMsbHodo~myMo ge~mgdIgbHo~w@s6 oF yqds. 39Mdebosdo gb smal’ wober- 
Bsbb-yHo symMHeo, Mmgmm3 1-4-5, bo~@m Iqemeasdo 7b, CIoMIeE, sHab gsdob I7ZIZ0e@9 36 
IgM‘, LoyZGbaMo. gs630msMQ7d0b Bqadeg,, OMgZMH3 IQ~Mmeas, obj IMImbos 7HO LAodog~onH 
969996896 dowosb, Hobsmjh jbolobosb 36 yZ0bAobosb. Jsgs~amabagzo0b sgamma d76 b3O 
3763b0b an yma 39Mosbho of ggdo sdbeomyGyHo wobrbsbhjMo s3gmMeEom, 4MgZ%(3 6930 
L639 Logsmmdgmoa 36 BMseayaqemo LodegMs. Oy AqgZ0@sM7dn Bas boyy3jbgQd0b g3Mm3yeo 
I-VbOZdL, 8Hd Aambos, 3O8M3gM 34338M%O 43930 WabbsbGWHO symMegsom wsfygdjmo bo- 
870730. 30335Hs@, SObdJero s9Ms—~MgmMpd0b doy baesZ0@, dsabyy sMbgdmdb 9d 3-QeByqMgoob 
39695b63939d9¢r0 dbodZbg7~Memgs6a ge~mqdQbihQd0. Losb, GmMgQMM 3 Fgbo, mHo3q dosg%e 7d. ybo- 
Lebom, 434d, 333, 365bmm eEsbsfGyobo — 44 dsM AGmGHob jeowegbo 39646393700. 


29300) BaAMMOsSBZ0~@o: Ish DsEMrds g9Es7bseEs AmbsFom~ggdb od boobBqQMm]beO wCoby~y- 
Loolmgolb ws smbodbs, md derbb769d9d0 DqAZbRMeES LolbyjmogMe Ijbogeb, OydIGo 3sdsmdo 
doMonsose bogMer Ijbogsb] oy boydsHo. Gb5330M3ZI—~r09, JoHorj~ Lobsde3z0~qdo ory 
Agodenqd5 LoydsHo dso BmHob IxoEH- 393d0MS], JsA03d 030 gyMseEEpdsb gosdsbZ0~~9db 
Jomoqm bogo~mmdgmby. dobo sbHom, JoMorqmo dAgbo3gm~rmaos ws b. Yobajermsdgoq~0G3 
JOobs Ed 00937 IsHh03, 6523430 JEL GAO Aqmme@b dodggqb0, ygdME, Ibge3Z7~mmdsdo og 
SH3IMobabsb Loberje hsbsFj7db] CsyMeEbrds. Jobo sbHom, gs~mdob g3e~ggobob shoe~obob 
esbsgMej6o jes agob JsGojmo ogs~mmdempdabs ws LodegMAdab sgmgbs-jMo Asbo. g%Qd0, 


JoOoymo Qs 93OM3yeo Ojo Loygqbggd0b d-ybogob Imposcmerds 479 


79909873 LodgrebagMep, f376sdeg ImomFogb. Ibre~mme gb dmg339db Lodqoe~mgdob, Med 
Ro3G3~mgn od Aqbozob ssMdrbosb, Igqe~mmEdab S769d5b Cs BISMS WHOn_MMOSIM 20Eqdje~m7dS- 
LG. Logs~mmdgmos baerb379M97ddO Lofdg 339436 JoMogqm~o gsemdob 5-bsbos6 Lolygdsdo 
120803M306 BJ‘ dM36 Cs Isa shsemoton 6376 IbM~rme ,,6908MZd60b~ shse~mobb 35390 9d. 
39J8)3M039E, 363d}EM37 Shbsdd~gdob ABqbHymg7d0(3 9d HsMsMA,dbob symM_M]dI9, Y+9OO(3 
SE30Mse@ Bqbsdh69309, Gd gb A_bqj~gds s3e@gbamos f3760 Gobs:3sH dab boas~mdgdb, dom- 
M8705, JIMS 3(300EMMdM, dvAMsd_ ¥Zqc~rsb_ LbZIeEsbb3v6s:0Mse@ asderg3eab. goe~mmdob 433- 
£938HOS I8Z38H0 34-38688 s69e~M0BGo LFMMH]{E ds bsdM_QM’ Ls3z74MLbmM, Gmd 3Zo038mM3mm 
JoHorqmo zoe gobsmgd0 JsMa yMRgMseEmdoeEs6 Ed sHs bo gdoe@~06. 

db9n 49dmb3q39d0, Agbsderers 3093 RM LoabGgQM7br aobegs Bo boy3y6gQd0b Jo- 
Ho y~-g3OM3 jer IAgbozob jHmogMndoIsMo dab bojgombo: g3GmSabsg36 ~Coweo bho o%mEo- 
Md Vrds LofoMmgqermed 3dHase@ D_Ierobsbs APL {egdcomdolb d3q~mo yoe~wm, d3qc~wo dsbyhe, 
M93 Agadengds _g3Om3gmpd0bOHZ0b873 MMa_bBoMa sedmhbegb bo3y\ooMo Igbogob bb30a300 
Fogombgobsmgob. 


43096 9963 -jmodgzo~mo: Gb5330M370M08, Logsemedmgdob g3cmggabob A396 Ambmhsbs§.4%9- 
403, VOws g930MgZ9MmobFobmo. ds3,5d A396 Baer 339436 Immo wsbszergqQm LoJoMngzq~mewsb 
IqdmJIQeEab’ yom’ 150-de] ws MsdE76007 JoGaer-356-7H0 Logsmmdmol RmbmhsbsFg%o, ds- 
Gob, Mep@gbs73 sbgdmdb 6er9d%7 gvesfgMomo MsdeE 760d) smsbo Logsmmdgmo, Merde9dd0(3 
dser0986 Cows HBsJGyOymo, sGdoboymo, smmgy}mboyHo 38646353969 JoHo-ymo gommdol 
Lb39E5b635 Lym@olb bad jd7db BmGab, bor 3Hs@ 94939 RIMHMZ9603 domdo GsMIm~@saj760mo 
I-bagseojMo LsdgoHer. 3doGd, LIF jbOME, JAJrdsod3o~m b0b A{MbmAsb6sF{MAd0b Jobge3Z0m 
B09Mdge~MsdZ0~qd0b 36 Jrmadob hoFgHo~m Asbsersdo 39M avb6gbsbmZMo3n gom~el Logsmer- 
mgoob BGI-boobs OY ZOO’ 9bHMgZ69d0b Lozombgdb, 39M Jq3dm dM ogbsbeam beaMgdqew 
bog,90-d 98d CWsRaJboM7djero LHawjMo LodwoeM. 

LoFergsem@, dgq9Mob Lodsmmob BAbGse Esg{aJboM7ds Ib reEmeE Hd QhaM|dqA~ (3¢7930- 
Gosb) 48303393595 Agbsdegdgqero. {g9C@qMo 7D jemgdemeds (04939, GMgZMG 3 L639 ss- 
BQIS{MOM|d]Er 15393939) JodeabsMgIMdb sHsgdSqMOM|dWeO Fydsdo, sdofjeod, dqj6j9dM0309, 
dbgma dxybogob yrggcrmo Lsberer bsbsFgGo GFsMdoseg96b 9Hmg390H MsM%Zds6b. bdom A_7bO-qjergds 
4 Dgademgds age’ gd3qQHMH dyer, AMIM_MsMo 37MsbeEgb Dqgdergsb BybGo (396 gd0m, 
Ja ZOernbH {M30 Lobb om LodegqMsb. 6396 37MSbm@_b Z08y30M, Ms dozGernb{%Z90~9db 
59MjM7deE676 fZ760 GobssMgbo0 boy g-jbggGQd0b Gob, 06939, 4MgZMM3 3943 Jono Imdmgmsmo 
09306 ByAbsoe, Gsdegbo (960m ayo QMndsbqmobsas6 CEsdmMgdqjevo dob dogh smgdqcmo 
M0 039%. BIMb AHO Lodegmal qjsdHo30 hobsH {Mo 33043b BgdrMhybo~mo, bogsmmdegdabs yo 
= BbOMME JHHO b3mo~mob. 393% GsdI7b 53393930, O47 Logommdegdal bymbsfgMQd0b Jorgen 
ZOOSALL AQZOLFoz@om Ibr~rmeE fg7bb born sMbgdqmo QHn0 L3gmM~mob YZmbohsbsfgMmgdob 
dobjEZ0M. sdoGod, A376 JoHorqg~ bogsmmdgm By Iq3bogMjmo Ibyxqermmds g30be9d5 5 bs bosbo 
GobBgdom AsGqmo~mo bsasemmdmgdob dobgeE30m, Gmd Aqgd~mmn Lsberer Isbs~mob dogo 
89390 RI{IMMZ69d0b4 sbsb3o. 


636s 39m~r0dZ0~MOb sbHom, JoMoyjero IMosZ9ebdosbrds 36 sHalb LAoJojmo Imgerqbo. ob 
RoJ8)0, Herd A396 xQAMxXQMed0M 3H do3Zb3~H3ZI9MO (5b 3369dsdeE] Hs73 sMCMdIe] bsMQ~@b gasbs- 


480 dHaZ9~@o Gsgoes I 


LOL JO Amo IqboZ0~mjQMHo 9bMgZ76980b Lobs gdb, 96 b6odbs3b, Med ag0 46 sHbydodb. oxy 
A396 9s 330J3b IOogombdosberdob jog~myAMa ws sGdmbo mo Lobihgds gs0bM_dqjm~o, dsdob 
g9dme@ob, Hod JoGnyjmo IG939~bI036Md373 LAoJoqMo yrRoms ws sHsmMsbobjo-jmo. 


99396 d008dZ0~@ds gs0bb 769 49dmb3939 bo3-WmsHo 395g-g073H0 8H3]8)03006, M-(39 
039 bs~b7H Lodeg_msl sbFo3mows 4939396b, Gmdg@mos 3 LAGS g73OHM3qmO B9MHdIrboom 34orbes 
BF 3Ombomo. M39 893939009 Lodegqms begs0m Apbo Amb bsd bdvdo, 7deE72, 30 bse~mb- 
G0 ImIM_Mempdab d3qmo hsbsGgMo Imobdobgb, Iso IsbGo3{empsmob 39M%jdg, M9Z@ seEZ0Moe 
LsObSb7L 3966303939 yrgMserdsdo. Jqd~@72, Wawa I-Vdomds smdImhbeEs LskoMe, Mod 4393901 
ALOAergQd9 HmbmHsbsFgMgQd0b ye_msemdobsmgzob dDaogsbeompdabs. dsb sm~mb 3omb39 Cesb3s: 
Homo Bgjodeg7ds gb sobl6sb, oy sHs JsGoywro dsaq;MsnfFymdsob mmogabseomdan? 


0838b asdoberbosd sebodbs, md 020 493M Es30m BROMOsdz0moabs Cs oebgd yow- 
esbosl dob6sbH7d970b oFosHQObL, b. YsbgQerod3o~r0 30 WIGOM|Ldsdos. dsb Io3mge gobGo 
S364 69d0 qAQborgm@o Iq36ogMQd0b dog Esbd-j~ B730mb39db. 

&  drHorqm Lsgsmedgmdo BHyIbo Agbogslb Goyempdse@ gsb6bobe3zMo3b. gb a3ohg96gdb, 
H8dE7b9~ E8dDMMES JGn Amo bsgsmedgmo msz0b GFobss.Ob, Gsdeqbse GmGb Gogzow@s soH- 
3:6eqcr0 bobobsg96; 

2 doHorqm bogommdgmdo mabps@jmo deodHsmds Godggs6oo; 

& ado’ 30bjbs@, Med 34g. MI36Z06b S9Ms~m]M~AMHO 330HB)Jd0 8% J7bZ9~eHos JoMorge~ 
Logommdgm do, dsb Imobde ©. BymmMoasdzo~mrob dog 39d(390-yer0 BqImJdgeolb b3oe~rob 9H- 
Jeods0dZz0moby 70 ,,LobGs3ere Zocor Logsermdegdo, GMd~q6008(3 388)347SL sbGs3croeb76 
gommdels es 097698696 gocomdob AqbFozemoab LsGyob 7@o8b oo wo GsMderswoa76b ssMomymnMHo 
B32OH QMO Cd OAHo33Go IrdHsmdom, dZAC~MOL, SoM{86eEg7e Lobgb JoMoqjmo gosemedobe; 

& — 300639%9, sHob my sHo JoMo~yer Logo~memdgmdoa Gmdgmad, Is ~mowm|Ma ws sHob 
Oy 93 Bdsms Fy3g0mgd0, 3bjbo sbymos — sHab b63I9e0b639 bsGobbob IDj7koejemmds, Me- 
343 grbA VQ BIQL (3oMZI~@mbs Es 8364) GmHob, 94939, bjs MG bdsb Iomob, bses3 
Sjeo bids Godggv60s, OMgMG%(3 36mrbogqjMo bds, bo~e IJqmH] bdo dsb BIoMI@ dobwog3b — 
Mosgmjds ssMsmgej (930000. 

©. 2dd0bb03d, 03939, QrSdbZ0Ms YAMIEMQdS Bg7MHoZ9MOb bs30mbb7 Joo bogo- 
mmdgmdo. Isl doshbos, Gd Isbdo, mobpsOqmob a3gMLoM, sHab MHag_bAsG09 y306Gobs ~wo 
1J8)939%]; 9% 380%08M%3 b30dmbob IobsbH7d3_ JoHoxye Logsmedgmda ymbHOS-j6AGobs wo 
SIMIMIMOSIOL CosmAdhoZob sHbgdmdoob 47bs67d. dobo sbHom, bogscomdgemdo ssHse~ger- 
ObIOL’ CwoJhsBoo, Js363d Z9Mos6Gyer0, d8MHMZ0bI3044Er0 gsbgo0msMQbo dowok 3mbhMsd46- 
Job396; 030 Loascredger’da +993 3306 Ho Cs OAHo3ZqWMo AqZRMeE_dqd0b woserg]Go30b 
Fq~93b. Ho A7Z‘MdgmO LIL 33068 sb 79 MHa_Z_GHaM_dQEMO, 36GB WOy~mo bIGd0 30 — JGs30%p. 
HO 7OndSH|MS) WCSTAbZdqjemO ZZabHeo Ldeggh JGoz4% A7Zzoejemmdsh wes gsdmeob bobs. gb 
SHOb dos39%0 (03M7J8039, 83 SbsbosM_db JoMoj{mo Logs~mdemrol ssHd-boob. 

836, 36939, bsbo gsqb39, Gd HMIabO ,,3mmodmeosmmds” gsya9d8Mos ImeosoyM bobsg- 
BS'do JoMoyer Logommdgmosb dodsMagdsdo. hgq6o q3Zberge~mo AgamdMgd0, 34mgyz. sMedo ~~ 
$M. 39098-30076 Jn~mosbrdsdo 4m0(3386 JQHMO Logs~mmdgmo, GMgMH3 bsffom- 
Iorgd0. ob eognsbhbIs JmMesbosb, Gemdqma3 dDoohby3b, Gmd gb dsMogdqemo oH sHab. g30e~ 


JoGaq{mo E5 g7Ihmdsj~wo Bao boagzybggd0b IjboZob ImeEscmmds 481 


S4IGOJMO 8dd-d8, 438 ZOLd7bM sme~e Bebb, 6376 LodjmBsb6qjMIe 33MdbrdmM ory Ms Oye 
Fabs 3Msbosdo, Dbaszbse (~mG330bs, 0% 334930 43964 Msgdo0 5d 9HH Cow BMsbsb gose~mdobe, 
SM8dJE yo3gmogab, yorg9~m Gosdb godyrezqdom of, boos(3 39H. IgeEr~MeEds LodjmPs6-jHs~@ bo3- 
(7dIEO 03H0d9d9 LogecmdgeyGo, 30EM] Lodm_Msbs Ed 3°rsbo(30%IGo, boos3 Bq{bJQGQombse\Ho 
ZO HMsLH 7d09 E59 BAJQombsMjQMo@ A_73yer08 Ingma BMsbo. 


009893 ¥yrMHesbosd Joo FBOseEayojem gomebes ws $39MsMMg036 ~393d0M|d0m 3s0- 
Gbabs MsZ0b0 dm~mer Li qdIGMds L3s6qnGo, GGQd ogbHMsmogemgdol CoE YZ3HOsb QHOse ob- 
68d 93003 86m86 Godel BpobGo3em0eb96. bob yHo ImdIm_Msmo Lodmgmal Agpbgdobsb ghHobs 
8 00337 b94393b 66 dobmMe {mo dabho~mdom ILJMHAMES, bs6 syMMqmon. sgbGMsmoagergdo, 
HMdem7db0(3 6e89d%q QrEs3J4rbeEsM Jobo bsdeqmo, ~s0d696, 39 dob3eb76, mgm bes fo- 
FjOom. 38 a30Mb7b, GmIg~mos LFmGHo — Esdi—~s bsd—QMa OM] Isersm, dsb Losol-jbre 
030Mbs, ds GerMal Ms gs6bb3o3q600-. gb odsb bodbs3b, Med odsb, Mal wCsofboMAdobs(3_ A396 
BybHoe 3GeEommda do3m86gddo, 73M Iq8 073, 69b6g30% Bebb jo Jobogz0b sMob(303-4~o 
DODZH{merds 9H ofgb. 

JOb{I~ dobbo3b, 3dogR;Ms3e0 Lodm_Msb Gs 39MI}MAM 539E,06) dsaqmob Lodomenrg. od 
8437bb dsdohgdo, dabeos YyrmMepesbos HbLGAQdmeEs, Med7~md5(3 dambHs — 39% odo8cod ggbdob 
33M Sd, MEd 30 ,,-9*-B] Jegab, 45%, AggqjerqdM03, 730- Ise~s yoge@be. 

GoJdq ob gobers3m, Mad JoMo gro Lodmgmobs ws boasmmdimoal dqbgQd0 BmbqjHos wo 
$397db Brmob 17 my 25 (4q6Gos60 356463539404 dogds, Poe Lomo7~g7db 439330Jd60L. goo 
8 00939 IrIM_MHMob Lb3.eEsb635 CHM’ A_LGq{~gdjemo Lodm|Mg{d073 30 396bb6393qdj4moe 
JOJO’. 36sE08, 438 LodL_MS Or Logscredgera 389330]3b bergdbq, 030 BaJboMe9d9 ~wo 
JOobsbergs60 begds. ds343d gb sAQa~m|dgm@mos — Oy gabwCs JsMa gs9bs~robJ7d9, M9Es(3 bLoyOeg- 
bo FyqMPBowm dso jows afrbeogh. so Jambos smdmh6egs gman JoMoyero Lobsgde, Gedgembos 3 
Joleg3—646 QM Jrdsod30~m bo, 2300Mg386960, IAB CMMs (s 463980, GMgZMMH3 ~wobs3erqQm, og 
SMdebsZ{e~Mg{M b9JoMn37~MMG033. Agdo sbHom, shyno Bb Go JoHorqmo Lobsqdob 3369 Joqj~- 


1.939629 (369805, M9Eg56 sbymo God yroRomaye, 030 $77(3007dMsE smMdmMAhbeEgdmes. 


MAb jeEs6 F-y7OG-q{I0sd smbodbs, Gd gb wab3zjbos d769dH0309, MseE396 JoMoxy~o dHs- 
Z0erbosbds qHorqmgbo 396mdg7609 odabsmgob, Med ammo bsF3~©9 dob Sqbgdob, dob 3go~ergnh 
Fgrdob. 356533060 of6gdm@s, Gd weg of 3398MgZ69 gMmdbodZbj{~mmgsb6o Sobybo y3{7~mo Cob- 
IIH 30b35%]. Sd 39MQIE 3b6ZE7d0M HMgZMMH?3 JoMm3zqe~ro, obg 4qQEyberge~ro Iq;3609MQd0. 36093. 
54ddS Edb39 HMdobMErMaa0b Ls3omba73. JoGorqmo gnbodqbogmmmgas Mmsgobo Aobsb3ob 
02M008637 MAb yma AMMyzmmMoabHogob gs6jyrogmoa bsGormo ayo, EEL jo dodenbsMymdb Jo- 
Ho WMo gnbod-gjbogmmmgaob wsbsgerjMosb 06493483001 8Me(3gb0. JoMng {ero I-qbogemmergqdo 
4930b  39d800d96, 334d obabao 3939 93393096 JoMoyero GHOseE030jMo I-ybogol dy6qd0o, 
dMSMME, 6396 yorggrmmgal 39M Zrms89Mogmdn ~WRZbergempdobgol goboaqd 960%], Ms73 393% 
399)390ME9b_ 07 9393b. Lbgsm0 GoMab, 34mg. 3630693 2506038 aeb9d YrMesboob deobsbMJd9 
8 dos6odbs, Med 3M. sHedo ws Z9e—~]8eEr Ed 396466 3039d-jemoeE ~qreIagQd096 JoMorqjc~mo IMo- 
Z0erbdosbedol dIrwscmmdsb, 30%] gb Doegeyjmos Ajo boygjbgqQd0b ImeserqHo v6Hg6qd0b 
AgbFozesdo. sdgzsdse@ AZ796do dodeobsMAgodl Aqdsrd5 7.4. ,JjOoyewo Fymdob~ esb5e3,76se, £396 


JOOS L93IMMEMM 8d 33093900 47999db, O'NIGQ9, Qh XIMxXQMedom Iq(3bagQM Jerse Cobsd- 


482 IHag9~@o Asgoes | 


OVS YMA Idd. 99:3 3008M]d oJ Q9d-OMJa-joo derbsbH{d9Ob Kob-qjHo Fyrdobs wos Ierwoscemdsdo 
G90 HOIE HO Bebo Bqbob9. 


3206 gM Qdo: MI39580M37MSE 393,9(36mb0M. 99 39H Yb gMgQdo, B{bFo3;~@mmd SMobbAmbob 
16039 L08)j8)do ds 399M LoeEobgMBoGo~m bdHmdb JoGo yw go~mdsb]. IbA{OL 3q3b-yb6e 
843. SHedab IerbsbHId7db JoMHorqm IgbogscqM BHgeodobmmmgosdy. 

8390 — bsd bs30Mbb]. 330JMerd, B96 GFsdmbGos do~osb d60d3690~mg3360 M905, I-qbo- 
B8E7}MH0 HMdobMMmgoob gvaqdabs es LH Amo abgmoalb-jH7beg560 gobdsMAhgdqGd0b bs 30gded~9 
g9d(3gd-qjeo mohgMs8qMsdo. 083-0935 30639: Z0b0 sMse@mos gb? MsIMQds69b0, bsSGorrmdH03, 
Agqbo, qoOo mo Agbozob qjybrgm@mo I330g3ZH7d0b SMs~mos, J3305d 3969 A396 9 ES 3(3~0- 
COMBED 383030 A7bsdsdobo JoGajmgbmgs6o MOG {MsG7Ms Cs FgsHogd0? wae smeodl 
Z06eo, dsgMsd “bes sMgZb0dbm, Med JoMagZI~pdalbmgZ0bs73 YyrZgr~rmgob 3 shal goboa9d0 
Logq{msMa HgMIobmrmgos. 

043964 Bq60d368do L30dmb xYsba-jemsdgomob IobL7b7dsbms6 (o393dOM 70M, g9%73,9dMmdob 
dob] bo MEM Isbos, MMI{My bogbgs obgcrobjH7bm3960 JzoMb3;~mobngob Loymose 39+93,9- 
d3H0 AQHA {MO ByboZomyjha goeMarbom. O7I39 Lgadmbob JIeobbybq960 JoMO_mse bs3dsme 
3ob9a,9009. sdeogbse@, gb Lg0dmbob sHoe~mo 30 9d, InsMZ dj’ SMs~@os. 330JHOd 3Z9¢~e9d- 
960 35M, LFMGsE 39302MH, Oy Msb FgMm_G JoMmgqer0 9g8mMqd0 Cs 309Madbmm obobo 
LoqMosdIrMaber bo&mrgasemgsobngZ0b g9bs9,98 96b9 CEs 9Hs — S3oMaJom. 

89090 Lsgombos B_GdabMEEm|oob gsagqds. 5-645 043d oboydHs &gd06%] modus. der- 
agbbybg00m JoMoyer’do sHab Lo hg39 gow, Gmdgmbs 06939, OMgZMM3 cmsmobjMdo Loy3o 
Modus-, Joo Boy 3930 AoIZ6g~mmd3 443b, Gd 393940 3HJQ90 LoBy30b] topus. 
esbs3ergndo, LsdgrebagMme@, 6396 a3odgb IX-X-XI boggabggdob MgmmHoqmo GHMsJGs8Q60, 
4Mdm7dd0(3, SEF QMomros, OY GM{ZOM asdeoaggbgdmes &gMdabo modus Hmonmyjm boy 3369do 
LS 43H gsbbbZvgeEq9dm@s dobo gsderg769d90 cmsmobjHbs Es dg_Mdb-qjm~do, sMbydmdb 3930 
Hs:dHerdo, Loes(3 QvbdsMBgdjmos Isa d60dZ6q~mmd980 yor3g~ boygabgdo. bsdIF-jbsOme, boJo- 
4M3909-GO sby 9H sHob, 3:ab6so@s6 of 9H sMbgdmdb Bys boy39699ddo JBqJdba~o BMo JG o/h do. 
3933930, HMIabo ,,30~O~ sHbjIOdb LO Q{~a oObAMMaQ~a 3obAJLGob a9%]d9, og0, Aqbs- 
Imo, smbodbs3e7b Aq~mmeosb, IMImbosb, Fyerdob.... 

Jom390ds 4336793 9dd9 DgOLGozergb_ abGomMaqjmo FysGegdo boy3o jog~emb gedery- 
Odo grbA_JEHob gobogqdse. 6396 330]3b, dogomomse, g4gm0dq 3g@gbgmodob Goo@o, bo- 
573 OF SdBMdbL: ,,-7] BOLO’ 386 AbLGs3E 0, 39M 398903769 — 48 Bqdmb63938d0 ob aqemobbIod 
B02, HMQMH3 bogs~mdmoal dahonse Igmmemosb. 94939, M3476 Bbesdob GohoGo, bowooy 
Ab 888015 ,,gb 08—9M7d9 (dS, B7bs60dbs3 go~mdo~ — Lse@s73 030 BMdIrbasb gjmobbIedes. 
52,38MSO, 0530E6 Bgadengds gb doeerosh gsyagdsMa aymb, 9sa%sd, A9do sbHom, 3b q4b8)do 
Jb gobsa9603 so 9H 3908669980 MZseMbsbHobb, Ged JoGmgZ7097db Mammb 39% 39%77%339300M 
Hsgobo HgMdobmmeagos. 

Sb, M83 4796gb0 4396 doqM ~wsbdj~ bogombl Iqbogob B7bOyergdobs Es I-ybogoer- 
G0 gbob agMsdsdozob A7bFog@mobsgs6 396(396r393900b Agbsbgd. 3R30JMmd, JoOoyw@o bogs- 
Modmob 3obAaJbG do sbamo 3967390393989 BgeEgab 394 gvdrmom—gob, MoseEg96s(3 bofdg bg30% 
BOseE0Goskos6 33943b. DqdbOjemgdrmds o{bgdb gMHsdoGo3zob. oO gb-yHO bogscomdemgdab 
3.5098 030b 380-396 39390, 1gd0 sbHam, Ibod3Z6qemMgZ9605 A7bZPEM Ib BzdEqQg, Msed5bq 39- 


JoGorg~@o E89 7308 ymo Byo boygyoggd0b Igbogob dewoseds 483 


09(39dOL 3erb6A_Jbdo, Oy GMgZOH obFogZgmoeb76 E8 GMgZOM LFsg0mdeb76. EEL, GMMseEqMoo 
VFM 3Fo8 539330MEIH LeBaM7dyem Logsmemdgmb, bsw@sy, Asbb, Or GMgZMH 0(330~g7dMEODS 
Gogomodgmo B7bOyemgdob eEMmb. 

5300 DAOMosdz0~mo Ls VZdMOrdb 7.9. ,bsbFog~mo bAGdaL, LHoge~pdobs Ed 39e@9(39d0b 
Aqbob7d. 4396-46 boembyO Iqgbozob] boyzdsGobsb Lobe ymMesbos wof3Go~mgdom smbodbogb, 
9 3864639390980 dogGer-AoFymdodo ~7dbodZbqC—me ager, M3EZ96 DLO Qemgdob EAM’ A_7G yrds 
8 69bq39H0 Bebab segomde7sMgerdob 396b5be3%s Dsmmgol gswesdGy3980 9 oym. 33%9- 
Mobbdend, Mod g95dF 9390 IOdZ6gmeds sfZgb DBqdbOJmpd~omdob obgma sb3qJ8 gob gon- 
Z0o0bFabzdob, MeogMGa388 093HM3Z0%8(7308, dam 434m, Gd gb 3m~mog_3mbojho djbozos~mjHo 
Lobgdss. 39360 ImdIm_Mmob 49dMb3930d0, dsm LXoMeE7d00 LAZO g-mmMeabs303. dso Ig~er- 
@09d0 BMIMbo AM hoMhergddo sHbpdmdos Cs bogoMer ayer 9d hoGhers AAG yrds Agboyemgdob 
09 ImdgbHobngob. A7VFLoAmpdo0b 86394600 obobo bdsb jG yrmdeb76 gmodsbgobs. 

54 SHb7dOdb a3 AbEsdZbH AHO gMsdsG039, OMI{M’ gvb6bobE3Ms3b gMno Imdm_merob 
GdOL LodsE~@Ab Gmdgqma?y LbgqdobngZobs;, Jobsmgdos. 3330JHd, B7VILMyemgdcomdsdo gb sMob 
es6sMh760 mH Iodegqmmoal dobdgbob 34m39bo0, Gmde~m|d0;3 FjEdOZIe (33@os6 bIAdL, ~wo 
IdO7MIE—MIS OES Z9E8Fy3Z0HOb GMgZOM% Iersbeobm’ 39Hdorbobyd~. 

SOLPWOSL 30 g96L53797MMZSAMO B3GdMb08 GMIMOL doef 7Zdb9¢3 3Q~o~mdm? Iq Z08yrwo, 
4d sHb7dMdb. GmeEqb(3 JoMn3{7@Mo IAmIM_Mgd0b 33793036 65H Cd Z0—Ms73 M~@bs3 ~wodemrs 
6 mebs3 dyes degqmob, 630 JoMogq~ma ImdegMemgda ofyy3086, Gd Ob Lyers3 96 yr 
JoMse~o. 

89 skhgno 43d sbersbs6b gsesdbes, Mm@gbs73 Agdo geo 30d594446 Cob3h oF gMES ws 
s-~@er Lodo L897 b8jJeosdo B-jMsd7dE] 3309939 yorozbs. Mme@gbs73 bdAGdL 30dq9mMM_de@0M, 3“y6- 
LOL byErddEZ86gMO 35d-jedQd0M gZ0LGoMpdeOs bsdIM_QML ws Gj600369db agedm~mg3~e@0, md glo 
oy als 439% 73M Jo~mems 36 ~sdms 339dMQMo. Ado SbHam, 35dmM3E@0M~M Imdegqmemgdl 943m 
Ms30b b3:dMqMdo bdsMs A7Gyrdobs Cs GMOseE 63dIM_H bodmM_M7ddo {9MosbHQd0b ‘Agozsbgdo0b 
093.0b69d9. Ladegms 38 MH 34m3gbob Age qA00. 

SdOIHHE, 330JOrd, Gd JsMHoAQmo Logsmmdmob 47dMb3939d0, gMsdoGo30b Iq7dbOyerg- 
SMMd0E56 g5dMggGs ILMMME Ed IbLMMME B7IbEREQEr BqgA9b Imos6b. gb Agdo sbHov. 


LED ds~pe~mds. 


SEE 35eMg3E: 6376%] Wow BosdgXeEaM dob sbe7bb JoMorqmo Iyjbogs, 33943b h3j60 
FoMd-reaj6 Iygbogob 09 ~7sMHIsbsH g6039HbL-90%Q, 0d Asbs~mob], Medgmoay3 1376 33943b 
Bae 49 g1gbo GFroob dsbdomy, G73 JoMorgje Iqbo3Zob ZbGs3~mdo. ds36sd 339]3b 039039 
Gomor7e99d0 ds Aq7bGs3{csdo, 4-39 36989H3306_ 3 7EMAQGIEM-NM 393998M7dbQ, 760%], dob 
Lqds68)039%9. sdaWod, gb eabsabos 300M], gboby ws 9.4. IgG oe@ bobsMajdcome. 


IsHo8 3OMHBHJ-HQ8m@o CsabH|{M7beEs, OY MOdqmoa zac gblowsagds JoMorqm bogowmm- 
d9eb Esbs3gmymdo Gbmdsa~o Imes nM bobjd9d0~6. 


8mm 39~g3~ gk Go{mo bogombos, 1376 396bb63939dqems@ 9~—gbodbs30 Imgemgbqdb. 
B53 9MOMSE S3MMEL AZ76 {7VGOe_qdO 93M 7Q98b, ZmbbAGAI300b, QHomdmomdsh, Isgsmonse, 
OH HJG309 8H SHO 8H(3 COEO Ed 8H(3 39H9Ms, 1376 Ib {7Gr~@QdM bg08Moe~mqMb. 3(3~0- 


484 IHagv@o Asgoes | 


Modo AqZobFo3emm 396md760 abgno, GmgrMa73 ob sHob. 


G0d8s sGedo: 49 abgmo Bosdgkeom7ds CEsdMhs, GMI 39% aedoggb. Ig g{modssMo3mdeo 
I-J6039%9, MMAM473 {MMI Lobsgdob7, GmgamG?3 76%9, ws Igo sHoy3qho. gb sHob 
LOq{mose gs6bb3039dqjm~mo God. IqbagZo sHob 356663539d-jero Lobigds, s~sdosbydo ods~e@9d096 
© dowos6 3d Jgqqg6o@s6, dsaMosd Aqbo3o Ghgds, OMgZM%3 BZOMdserqMo Lobsgds, Gmdgmbs3 
d]3b Mogobo gMsdsG039. 030 84 0(3309dS abg LFMsqHZIe, mgZMM(3 sw@sdosbgdob Msmdv. 

99MM] Logombos HySdabmMermgos — 3863. FyHOFqdosd O43, ed sHob JoMorq~ wo 
J2OM34 BOdobMmMemg|osb GmGHob 3s6bb3o39d0. gk 0% sHob 39MZo. Joosz9Mo9, HsgF {C9 wes 
393030 Igbogs y3q~ma96 — LofJoMnzq~medo, s3G030d0 36 boed] Lb3va96. Mse@gs6 Igbozob 
ROMdSONMO 76d ¥3qGcrobsmgZ0b gobsg960 owes ogerb. 

JoGoqmo Igbog9 0 sHalb JbOMME JoHojema dergm7bs, 030 B93MdMomdab bsgs6d-\Hos, 
AMI{MO’YZ SLasMAdymros apOAbgmb dog, Job ofgk gbo, GmIG~MA’GY 9sJ5GM3Z70~98dI;3 Ow 
393030 C8 AMImoal A7bGogms sH3JoMnz7@mboy, qjbeEs Dp7d~mob. xb g4gdo0 g9dmbs3c~robos, 
Id JoMmgqero m~o 3y53b, A396 9% Dgazad~@os sdolb gs3qgmq60 (Lo3o~@o ~3Mds%do). 995 
99M GO{MsO  365338H530, 43499 JoHoryera Ijbo30(3 doeros6 JIMBZajMHOs. yr3gcra gnbo34Ho 
IBaJLHO Joes ofosb ysbbamgmo SegseggmByragaw~ sorbHgJbGGo Qo sHoJsGmggee 89G- 
609M97db373, doo GrMob, dq3 @d IMMebs 3, QbeES 33Jrbogb Agbsdergdmmds 393030 O30. ~d 
Jb msb6sdIIMerd~mmds Wymsy 9% sHob (qo. 


Sbsboye, 36003. MEG-7d038d Isermmds as5E97b6seos IMaA2g98~mo Isade@ab ImbsFo ob, 
R IR 3B VIOVA RL BPQHDWR 33° BOR 99 
206s 34M Qd0M byjbs6 Msbz0bbs CEs sHH7HM FH rob, GmI~m|d073 bsg 30s—~mqQMse@ fsdog3- 


00696 dob 3708Md390 ImbsFo~gedob Jobsegdse. 
996 Law@d IsEmmngM]d0M sMb0dbs bod3s sHedobs wes sme Z9—rg3Mb F3mromo JoOory- 
Mo bIMb HO LodI—|Ms-g9~mdob A7bFs{gmobs CES 834~M8H0%7308d0 ~s 099E0 g8dImM]39, 


49 Ismo 33079306 BgeEggA9d0 CoE CsbISMQdob goylgZb JoMo-jmro HOseoQ3oqg~mo I-ybo30b 


§39SL>_ 933K—gg0Ob. 
996, 93939, 39dOM]39 GGI76s, EMI 3g. sOmIobs wes 84mg 39~Mg73Ob Msmbb6mdon 


InGymdo~mo gb A7ZbZg7eEHs AAS boygabggdob JoHoy{m-g3gOm3qjmo Igbo3zob Dg7eEsMgd0m0 
33829306 sbo~@mo gGs30b eEsbsFygobo gobegdo. 


9960936950 


' 3sGdeboob 0368d9EM37 OQMMoYmo dJoeHgZq00b Bgbsdsdobse, gsdIsMOmpdjerse 9% dJoggehbos (36969d01 
wo6039", 5,860 37}HEd9%, A bsemeds* gedeng76yds ImeEsmyHo IMImboob Iegmp7bQd0b ©9R060(300b8 
ed shsmobobsmgob. 


2 doMoMsEse, 3dS63~mobqd_ L3qQGoybrg@mobs es ggmonob Lyommgdsob 3o0d69db. Logs~mmdgmms gogrer- 
BHIMboYMO MsgZob9djHI7d9d0b Bzbsb7d Ibyxgemdobsb (939 g06bo~gZ0b bogs6oo gqOym@o, JgdemJdgeob 
Lgmmob, 96 GgI gOJordsodgomobyymo Logommde~gdo — gv6bbg303q960m L635 Lymgrgdob bod-qdosgs6, 
AMdIgG@MOs sjrombs6s} jo Mondo 9% 4ea,398-39d9, Dgderfdgeo’ Lymmob sodbms 3367939-DgabGoger 


JoGorg~@o E89 7308 ymo Gyo boygyoggd0b Igbogob Iewsemds 485 


SQOM~|OJMOS, AZA7bES LsdqrbagMme@ — sMbgyd jer sjeoomhs6s} 7b] CsyMebmdsom. 4d b3m~ob 3od- 
KgdobsmgZ0b 439(303039H03 Smmog{mboyMo Ldsmsbgmrob IsmsergsbgomsM7dqmro ES sHJoymo bobgqdob 
036356983 3 35HIMbOYRO 5%H367d9, 49M }dTO(3, MZOMIYMG}HEMd3bHI6 QHOI©, SF38%IE Zrrobe9d9 


B0b9gq4OO7dmo 39Hs—~Mg]~mId0 GS Q—ombyj~ bsebjO Igbog0mqjm ghsbosb. 


LG. gsbaqmsdzomob dogh gsdImggbgdjrmo moGg%sGy%, 
bgmbsF jo Es 399390-jm@0 boberer 3M]d-yErgd0 


39M3jMSdZ0~MO, Z8bo~. Loe ba~mbs§gGos sHJogo. bymbsFgMmos gHegz6-yero (39640, Bebe No264 


39Md9@MSdZ30~Mo0, 39bo~. (1897). PGac~-jz5byG0 3907-85 4386393360 yorrmo0™. I BsGowo, IG-abHo. 
BRo0mobo 


39Md9@SdZ0~Mo, Z9bo~. (1898). $600 -356960 3507083, 443865907596 gorormo™, GobzsGo. Berd] 


B9O9M7dyo IMZ@I~M Z9bo~ ysMdj_msdZo~mob dogh. IgmH] bsGom~mo. BRog~obo: bods J. GsGsdobs wos 
dbsbsgmdobs. 


B9MdgMSdZ0~Mo, Z9bo~ (LH.). (1899). JoGorqjmo gseemds (ssMn~w-ysb-jHo gorrrma), wofyj@mos, Fdo- 
8 0867 MIJOeds0Gob FoMgolb Fobo. 9. o33egoGerg-0396MgZ0b dag brqdb7 gvesmgd yo. H30~obo: 
LHosddo J. GsHsdobs ws sdbsbsgmdobs. 


39Md9MSdZ0~MO, 3meraggJGob. (1899). bsgseredjer6o deodob eeagbsbFsy@mobs. 3983999 IE.3. 38%d9- 
M-gobs Ed 8. Jeag~mewobmgobs. 3773~0 9. Mdo~mobo: bHsddo J. GsMsdobs ws sdbsbsamdobs. 


B9OdgSTZ0MO, 3eM093J HO’, Kb0g38d7, BOARD. SmgmagZIHoOb goMdgmsdzo~mobsg06 gHogmrm~ hbog3sdob 
809% BofgMo~o Logommdmgdo. GOmMgmmGob bsbgmdGo3er (396Mob sMJogo. 


39M ]b 90009, 9430099. LsboAo boembsFqmo. bymbsFgAMs JQHMZb-j~o (39680, Q-667. 


39969 0d, g7]gn0d9. Joo geo Loggmgbor bogommdmgdob 3Hgd~mo, bsdo FoM3ob Gabo. wo yMaoo 
8M3E}MISZSGOOINZ0L. ByMbsF{MOs gO-gb-ymo (396HMo, Q-674. 


yeg6Go, 03869. (2005). madijogdo sHdebosdo. mdograbo: 3. LsGsYoDZ0~ob Lsby~mdob Loby~dIFogye 
3006 gM 398 M09. 


Herbzdsdz0~mo, yobo. (1968). Joo ymo goods (odQ@]w-gqjMyj@wo 30~O-). BoPgoow~o ws Berbqd%b] 
B9O9E97d3~0 3db6O GEbgd9dZ0~ob dogh. Mdog~robo: bbHZ Aqgbog~qmo {Zorbeoob boJoMaggmeb’ asbger- 


07d. 


Herb’bjdodZ0~@o, 3obo. (1976). JoGaymo gom~mds (34g yore). HooGg%s es berqd%] gses0me gobo 
449d8d3Z0ed5. O0~obo: 1443 Igbogs~mQHo {mbeob boJoMmgq~mob gobymo3og~gd0. 


486 IH|300r0 Isgoeo | 


JeGod9, Rocmadeob. (1895). JoMoxymo gsmmds: moG3%Z03 0-867 MJGrBaoMHobs. Z9Es@Zdqero Bo~odob 
0. Jo@odol dogh. HeRzograbo: J. GsMsdob 39403909 es bihoddo. 


JeGod9, gZoerodeb. (1904). seegmdob bsgsemmdgembo. 3394 HoGy7s Nod. HRo~obo: IbFHs30rdd740930 
dH. Jyosogeodobs. 


Serbebgerodg, 936930. (1983). ,,JsHorgqmo byob jHo Lodmghob yore ynHo bsyyd3~mqdob Ajbsbgd". 3%9- 
saqerdo: Pon{c~o bseobyGo Iabozob jocoe, Ajg~empajs C3 Gohdo. 33. 3-30. M9. . 4339 bsd30~m0. 


mdomobo: 3. boMsxod30~mob boby~mmdob bobaemrdIGager yobbyMZoG moo. 


SHGH{IO Byrob’ sqeomdsas~ongdo 


sqeomdsgsc~ono 1. Cunctipotens genitor Deus. 368093- 9 3Od3 Ob rb BsOQeMsmob gsmoJGobqbob 
3OejJbows6 (XII 4.) http://www.youtube.com/watch?v=qnoe2_AmxoQ 


sqe@omdsasc~oma 2. Organum / Kyrie Trope: Cunctipotens genitor Deus (1 ds, 3 6d») http://www.me- 
dieval.org/emfagq/cds/op1-102.htm 


sqeomdsasc~ono 3. Kyrie cunctipotens http://www.medieval.org/emfaq/cds/cpu301 .btm 


by%G56 Msb3060b Z0e@gmdIsas~mongdo 


Z0eqmdsgsmono 1. Verbum patris. boamgdb sbbsddeoo Sequentia 
http://www. youtube.com/watch?v=ShNPEnkgCcA Published on YouTube on Mar 12, 2013 


309d, 9e~ram0 2. Orientis partibus. ys LoAgZ776g9d0b Lodedser 3odbo, SbHEgdb Zerog3mpbeob g-76e0, 
Abs 3. Eaggobob CoMO_™MAMdaM. A7PLGQm|dqmos yrragmpbeabs E5 Mss0Mb bsd7b0b jgomgeMse~mynw 
G9ds@Go, 2010, 3-4 9398390 

http://www.youtube.com/watch?v=yn--eGxF8p4 


Isbse~Ms 3Ader039300bMZ0b Jeosd boos 
Gagbyes6 F976 f'7d03d 


Modality of Medieval Georgian and European Music 487 


SPEAKER: POLO VALLEJO 


Polo Vallejo greeted the participants and briefly told them the history of organizing a Round Table 
session on the suggested problem. After his first acquaintance with Georgian polyphony in 2006, he started 
its research together with his elder colleague and teacher Simha Arom. There is no need to present Prof. 
Arom to the audience, he has been the participant of almost all symposia on traditional polyphony since 
2002 and he is already known here as world-renowned ethnomusicologist, inventor of the original method 
for recording polyphony and researcher of the instrumental polyphony of Aka Pygmies and other peoples, 
laureate of the prestigious Fumio Koizumi Prize for Ethnomusicology. They were greatly impressed by 
the harmony of Georgian polyphony and they decided to explore the syntaxes of the harmony of Georgian 
polyphony. Their work was carried out in close contact with Georgian performers (ensembles “Basian1” 
and “Mzetamze’’) and scientists, such as Rusudan Tsurtusmia, Joseph Jordania, Tamaz Gabisonia, Davit 
Shughliashvili, Svimon jangulashvili and Anzor Erkomaishvili. They had particularly close cooperation 
with ensemble “Basiani”, whose members helped the scholars check their experiment and with whom they 
realized a number of joint projects — held lecture-concerts of Georgian music in Spain, Italy.... In the work- 
ing process of Professors Arom and Vallejo there merged considerations on the similarity between certain 
thinking principles in early Medieval European and Georgian polyphony. 

This is why together with the International Centre for Traditional Polyphony they decided to hold a 
Round Table Session at the 2012 Symposium, to which specialists in medieval music were invited. 

In conclusion Polo Vallejo presented to the audience two guests — Dr. Susan Rankin, professor 
of Medieval music at Cambridge University (UK), also interested in the paleography of early Medieval 
musical sources and who transcribes two-part hymns and Arturo Tello, professor at the Department of 
Musicology of the Universidad Complutense of Madrid and performer. He studies Zrope — Medieval hymn 
in Spanish manuscripts as well as connection between expression, verbal text and writing in medieval mu- 
sic. From Georgian side, the reporter of the Round Table is young scholar, Dr. Svimon Jangulashvili, also 
director of church choir and wonderful musician. He preliminarily forwarded to us several chants of Gelati 
and Shemokmedi Schools (West Georgia), which enabled our foreign colleagues to familiarize with them 
before coming to the symposium. 


The speaker passed word to Dr. Arturoo Tello Ruiz-Pérez. 

Arturo Tello Ruiz-Pérez: First of all, I would like to thank Polo Vallejo and the organization of the 
Symposium for inviting me to sit in this interesting round table, which, I am sure, will have extraordinary 
results. 

I feel here as coming from another reality: I come from the world of Gregorian chant, particularly 
the Latin liturgical song, in summary, from the monodic and polyphonic chant in the Roman liturgy of the 
Middle Ages. However, perhaps because of the fascination that since the beginning this liturgical music 
from Georgia caused me, as a Christian musical expression, I do not feel strange at all. I have to note that 
my speech, more than a presentation, will be a sum of questions and issues, and I also hope you are able to 
forgive if many of them may seem obvious. 

I will try to be brief and clear as possible at this initial intervention. But above all, I would like to 
humbly express my desire and need to learn all I can of this wonderful liturgical polyphony of Georgia, 
looking forwards to my own work and in order to understand the phenomenon of liturgical music in general. 


488 Round Table I 


Well, the first of my questions could be very obvious. As we are discussing about chant, not on any 
type of chant but on liturgical chant, in every song is common that there are two essential components: word 
and music. In the liturgical chant, at least in the Frankish-Roman and above the music, word is the base, 
that is, the ultimate goal is the message, what is said. The music would be how the words are said, and we 
should note that in most of repertoires this word is the biblical one, the word of God. 

This circumstance determines everything. Even in the strata of the repertoire that we could be called 
of new composition, the liturgical song, where the word is not directly taken from the Bible, this principle 
somehow still works as a law. The text, which can be poetic or prose (the Latin Vulgate Bible is entirely 
in prose) determines the structure, the points of tension and relaxation, syntactic articulations (distinctions 
like colon, comma, etc.), the style of chant (syllabic, neumatic or melismatic), the mode (we should discuss 
a lot about what is really a mode...), the degree of ornamentation, the type of performance (direct/soloist, 
antiphonal or responsorial), the genre (psalmodic recitative or free), etc. The question I want to put on the 
table appears by itself: does the text determine in the same way, with the same importance, the nature of the 
Georgian church chant? I think so, and I understand nothing of Georgian Language, but we need to think 
about this. Moreover, what kind of texts are sung (biblical, poetic, etc.)? 

Last Sunday I had the good fortune to attend the worship service at Sameba Cathedral. There, apart 
from being entranced by the beauty of the liturgy, I was able to observe that there is also the liturgical 
recitative, split into three parallel voices at the fifth distance. Of course, intonation and cadence differently 
had more contrapuntal elaboration. This seems relevant, once again linked to the text, because the western 
chant of the Latin liturgy (not only the Frankish-Roman) is very likely to arise modally from the psalmody. 
Through a recited note, the text was gradually forcing that there was a modal sharp ascent from to the note 
recited, looking the accent of words or a descent in the final, seeking syntactic clarification of the text. From 
the simple recitative arose different melodic modes, which, for pedagogical reasons among other things, 
were established in eight: the Oktoechos. Could we consider a similar hypothesis for Georgian chant? Of 
course that would mean that at some point the monodic chant had to have existed, if it still exists, I do not 
know, in the scope of this liturgy. 

The relationship between monody and polyphony brings me to another question. In the Frankish- 
Roman liturgy, polyphony is not constitutive of the chant, id est, it is an ornament, an amplification through 
rhetorical ornatus. Always needs a prior monodic melody, and from it, appears the organum, the sympho- 
nia. This is relevant because the compositional sense of polyphony, at least well into the Middle Ages, is 
not vertical but horizontal, like terraces — let me expression: the first comprises a voice, then the next, and 
so on. It would be good to ask if something similar happens in Georgian polyphony. 

I show this principle with an example (fig. 1, ex. 1, audio ex. 1, 2, 3) from the Codex Calixtinus of the 
Cathedral of Santiago de Compostela (twelfth century). It is the Latin Kyrie Cunctipotens genitor deus. In 
each of the three sections (Pater, Filius, et Spiritus Sanctus), monodic melody comes in the voice of a child 
with the official Greek text, then on that tune is made organum, this time with the Latin text. The text says: 

A. Cunctipotens genitor Deus omnicreator eleison [All-powerful Father, God, Creator of all things, 
have mercy] 

B. Christe dei forma virtus patrisque sophia eleison [Christ, the splendor of God, strength and wis- 
dom of the Father, have mercy] 

C. Amborum sacrum spiramen nexus amorque eleison [The holy breath, the fusion and the love of 
both, have mercy] 
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We can also observe a maxim often in the Frankish-Roman liturgy: a chant with little text is suscep- 
tible of more musical ornamentation, flowery and polyphonic, while one with a lot of text runs more content 
in style, aiming at syllabism and note against note. Is it also fulfilled in Georgia? 

I would like to end my speech leaving some questions on the mode. Are there cells in Georgian music 
and recurring motifs that characterize a mode beyond a simple? Is there an ethos assigned to each mode? 
What does the text in this? 


Susane Rankin: | sit here before you as a kind of envoy — at least I feel like an envoy, from a far away 
part of western Europe (since I am Irish) and, more importantly, from a world of historical scholarship on 
the music of western Europe in the Middle Ages. 

The centre of my scholarly work at present is notation — the earliest notations for Gregorian chant; but 
I also continue to work a good deal on the earliest European polyphonic music. 

This music, composed and notated in the early eleventh century, is hardly known in the modern world, 
although it is of immense musical interest. So when Simha Arom threw down the gauntlet to me to help him 
think about Georgian polyphony, perhaps by finding some useful western Medieval parallels, or ways of 
thinking about medieval music which might help to develop ways of thinking about Georgian music, it was 
hard to resist. Yet the challenge Simha set me is massive: visiting a country in which identity is expressed 
in music almost more than any other in the world, and then to dare to speak about Georgian music — well, 
many times in the last two months I have thought “how did I get into this?” That is all a way of saying that 
I see myself as an outsider — and today can only try to open some questions about ways of looking into 
Georgian music. 

Before looking at the materials circulated for the round table I want first to say a few words about the 
pioneering work by Siegfried Nadel, published in 1933. At that time a certain amount of Medieval Euro- 
pean polyphony and medieval theory about how to make polyphony was known — but very little existed in 
published form. 

That would go some way to explaining why some of Nadel’s remarks are simply wrong (such as his 
comparison between some Georgian pieces and organum purum of the 12th century). Perhaps the most sig- 
nificant correction is to the link he makes between the ‘main forms of Georgian polyphony’ and the parallel 
organum known of since circa 900. 

The parallel organum presented in theory of this date is of two kinds: first a polyphony in strictly 
parallel Sths and octaves, from which there is never any deviation; and then a polyphony based on parallel 
4ths, but with variable intervals, above all, unison at cadences. 

The point here is the strictness of the parallel movement in 5ths and octaves — whereas in Georgian 
music movement in 5ths and octaves is often the basis of the movement of separate voices, but almost never 
— in anything I have seen or heard — is there strictness. And movement based on parallel fourths I have not 
found in Georgian music. So where Nadel saw direct links I am much more inclined to find similarities — 
behaviours born out of using the diatonic musical system: for now I would rather work with the model of 
analogies than with an idea of historical relation between western European and Georgian polyphonies. And 
if shared characteristics can be used to expose qualities of these culturally separate kinds of music, then we 
will at least have a useful basis from which to build towards ideas about historical links, if there are any. 

Now I would like to present three very brief cases, each directed to a different way of enquiring into 
literally, how the notes of three-part polyphonies fit together: my examples of Georgian music are all taken 
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from the materials distributed for this round table, while my western medieval examples are all from the 
twelfth and early thirteenth centuries. 


1. First Case Study: Melody V. Harmony (St. George’s Troparion) 

One of my first questions about three-part Georgian singing was how the voices relate to each other: 
the chordal nature of the music — a very strong interest in the vertical sound, moment by moment — was 
evident, and the studies of Simha Arom and PoloVallejo have already had significant results in uncovering 
the degree to which the chords are systematically chosen. But I am a scholar trained in melody, and I really 
wanted to know how melody and harmony were fused in these ways of singing. In music, above all music of 
an oral tradition (which is true of much European as well as Georgian music), what each singer sings must 
make sense to that singer as a melody, as well as within the social texture of a group. I would argue that it 
is because of this closeness to orality, to singing by ear without notation, that much European polyphony 
prizes melodic voice-leading over vertical consonance. This example is one of the three notated and still 
extant three-part pieces of the European middle ages (ex. 2, video ex.1). 

Of course, it was the need to control melodic movement in more than one voice which led to the 
theory of counterpoint, first written in the fourteenth century: but I could not look for counterpoint in this 
European sense in Georgian polyphony — there was no reason to expect one to have anything to with the 
other. So then I started to consider a simple concept, that of the “directed progression”. That is a term 
invented by the American scholar Sarah Fuller, to describe the contrapuntal procedure of movement in a 
pair of voices from tension to resolution: these procedures form the basis of contrapuntal theory — and their 
systematized use can be traced through music from the thirteenth through to the fifteenth centuries. 

What I looked for in the Georgian examples was not these specific progressions but evidence of re- 
peated behaviours which acted in a tension-resolution situation. And they were easy to find: here are four 
cadences in the St. George’s Troparion, which, if set out in parallel are easily seen to reveal similar proce- 
dures of arrival at a musical close (ex. 3, a, b, c, d). 

And then I add a passage from Rejoice O Virgin, with the same closing formula (ex. 4, a, b). 

With that evidence I felt that I could at least argue with Simha and Polo that there were some contra- 
puntal procedures at work in this music — not only in “directed progressions” in two parts, but in three parts. 
Surely more study is going to uncover much more of this kind of behavior. 


2. Second Case Study: The Relation Between Voices 

My most fundamental question about the Georgian polyphonies has been how three voices relate to 
each other — whether one of the three is fundamental as an organiser (or not), whether the relation between 
the three voices is as a pair of pairs (A and B, A and C), or as a three-part texture through and through, 
whether there is a stronger relation between two of the three voices (as indicated in some of the secondary 
literature on Georgian music). 

To illustrate the source of my questions, here in Verbum patris the lowest of the three voices was 
certainly the starting point for the three-part composition. The same piece can be found elsewhere as a song 
for one voice and in a two-part version and the melody which is always present is the one set lowest in the 
polyphonic texture. 

The second question, about how the three-part texture is built up can be quickly shown (ex. 2). 
Through the predominantly contrary movement of the pairs of voices (contrary movement being prized), 
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and the patterns of imperfect and perfect consonances made between the voices, it is easy to understand 
how this three part texture was created: it was not A+ B, and then A+ B+ C, but A+ B, then A+ C, then 
(A+ B)+(A+C). 

Of course, you all know that I would be unlikely to find either of these characteristics in Georgian 
music — but I did not know, and, more importantly, I had to look for ways to get beyond the surface of the 
music. And in the course of trying to find my way into these questions, I did find some interesting things 
going on. In some pieces I found that much movement in the two outer voices was based on intervallic rela- 
tions of octaves and fifths, with a fairly constant exchange between these two intervals (ex. 5). 

That is also a characteristic of European three-part textures — as here in the famous Song of the ass (= 
donkey), sung by schoolboys at Beauvais cathedral in the thirteenth century (video ex. 2). 

The significant difference between the Medieval and the Georgian examples is the extent to which the 
medieval examples use contrary movement of the voices as a basic principle, where Georgian examples 
seem to prefer parallel movement, with short passages of contrary movement, and certainly no privileging 
of this principle. But I am not familiar with enough Georgian music to say more about this. 

The exchange between octaves and fifths seen in both repertories constitutes one structural procedure 
for creating a vertical sound space within which a further voice can be situated. But the interesting result of 
the comparison between the medieval and the Georgian examples is the way in which it exposes the very 
different procedures for organizing this third voice. 

In Orientis partibus (video ex. 2) the middle voice has three main behaviours, in terms of its place 
in a three-part chord: if the outer voices are an octave apart, the third voice will sit on the fifth degree; if 
the outer voices are a fifth apart, the third voice can either be on one of those two notes, or on the third in 
between. And that describes most of the piece. 

As you all know, Georgian music does not have that love of thirds, of triadic behaviours, although 
they tend to be part of the language which signals cadences, and in a piece like Rejoice O Virgin, there is 
much use of triads. What is noticeable is the absence of the triad from moments of resolution, which will 
tend to sit on open fifths instead (ex. 6). 

Also the open fifth seems to belong more to these moments of resolution than to any other situation 
(ex. 7). 

But most revealing I think is the way in which the third voice behaves when the outer two are an 
octave apart — often sitting a sixth above the lowest voice (ex. 8). 

As far as I can tell, a chord with a fifth and an octave above is rather rare, and here, tellingly, it results 
from voice-leading rather than being made in its own right (ex. 6). 

The progression from an octave apart to a fifth, and vice versa, with the middle voice a 6th, then a Sth, 
then third above the lowest voice is the central harmonic sound in this one piece, Rejoice O Virgin. 


3. Dissonance as an Aspect of Voice-Leading 

I have just one last case study, and it will not take long to demonstrate my point. Earlier I showed how 
in Medieval examples dissonance could result from the privileging of melodic voice-leading over vertical 
consonance. 

I realize that Georgian music delights in dissonance much more than Western Medieval music, and 
that intervals like 2nds and 7ths and 9ths have been given great prominence. But it is not only a question of 
these dissonances being enjoyed in their own terms — I think that much dissonance results from the same 
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concern with voice-leading. 

In this set of examples, the two upper voices follow a repeated behaviour, leading to a 2nd at the 
end; the lower voice can behave in one of two ways, beginning on G a fifth below the top voice, or on D 
an octave below the top voice. And, where the upper voice heads for D, the lower voice follows in parallel 
fifths, whereas when the upper voice heads for G, the lower voice meets it there in unison. Whether or not 
this texture of three voices could be taken apart as two pairs, that is the two upper voices made in relation to 
each other, and the upper and lower voice made together i do not know — I think it needs more knowledge 
and experience of the music than I have. But I can see how dissonances between the two lower voices result 
from the primary melodic energy of those voices (ex. 9). 

Just to close: for the Middle Ages, there are only three three-part pieces extant, and you have seen 
two of them today. For the thirteenth century there are many, but at this stage in time no real theorization of 
three-part textures. Even discussion of three-part textures in the fourteenth-century is in its infancy, since 
our only theoretical models are for two parts. For historians of Medieval music there are probably as many 
basic questions as for scholars of Georgian music (but I hope that I managed to convince Simha Arom and 
Polo Vallejo to go further the cord syntax!). 


The speaker thanked Prof. Susan Rankin and passed the word to Dr. Svimon jangulashvili. 

Svimon Jangulashvili: I will deal with Some Regularities of the Harmonic language of Georgian 
Chant. 

It is known, that harmonic system of Georgian traditional song and sacred chant is the product of 
modal thinking. Many peculiarities characteristic of old modality are revealed in the harmony of Georgian 
sacred music (Zhghenti, 2005), namely: 

1. non-tempered scale; 2) diatonic modes; 3) multi-modality; 4) harmonic vertical — the result of the 
linear development of polyphonic texture, is based on consonant chord, but is also characterized in eman- 
cipated and frequent application of dissonant co-sounds; 5) chord movement based on melodic basis; 6) 
double-functionality — steady and unsteady characteristic of harmonic thinking. Unsteady functionality is 
revealed in many ways (afunctional, passing, temporal, etc.), whilst only meter-rhythmically accentuated 
chords have steady meaning; 7) final chord the chant — is basically a meter-rhythmically accentuated unison 
or fifth, but also seldom ends with co-sound of phrases within chant; 8) does not determine relation between 
chords and performs only the ending function; 9) modal system is characterized with the technique of rich 
modal modulations and diverse kinds (modal, melodic, melodic-harmonious, functional) (Zhghenti, 2005). 

Besides, in general modulations in Georgian chant can be divided into 3 kinds: 

a) modulations, when modal centers alternate within/under the conditions of one scale; b) modula- 
tions, when both scale and modal centers alternate (when it is possible not to change, but transpose mode); 
c) modulations, when mode and scale alternate within one support or modal center. 

These are briefly basic and general peculiarities of old modal system of Georgian sacred music. 

Modal organization of Georgian chant is dialectical: 

1) Revealed is non-centralized modal system typical for chants: in the development of polyphonic 
texture revealed is different modal steadiness, functional alternations of which are possible. 

2) Revealed are modal structures directed towards various modal steadiness and supports; they have 
organized nature and regularities. These regularities are: 


a) One basic modal center, which is “central element of the system”. It is the centre of attraction and 
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mainly determines the functionality of other sounds” (Chokhonelidze, 1983:3). This centre is called tonic, 
but harmonic occurrence is called mono-tonicity'; b) attraction to the basic tone of the mode (from two 
sides-from the sounds above and below it); c) existence of mid fifth or/and fourth supports; d) octave du- 
plication of tones without their functional identity; e) harsh, hesitant functional nature of the above octave 
repetition of the upper tone in the mode. 

Correspondingly, modal organization of chant can briefly be described as follows: modal structures 
and polyphonic constructions with different meaning and “influence” alternate during polyphonic intoning. 
Also possible is the formation of the fragment, in which modal steadiness-center is not revealed. Modal 
centre or steady sound reveals itself in the final phrases of stanzas. 

When analyzing harmonic regularities in polyphonic structure? it is significant to elucidate chant tune 
as well as modal peculiarities of cantus firmus, as low voices tune with it and polyphonic structure is the 
result of their interrelation. 

Final sounds of stanzas and phrases in traditional tune do not often represent central, support step of 
the scale in polyphonic structure (ex. 10). 

These sounds acquire steadiness as a result of tuning with the other two voices. 

When cadencing with fifth chords, in most cases, main step of mode is the sound a fifth below from 
first voice (as well as often is second voice in uniosn with it) (ex. 11). 

Another harmonic peculiarity caused by the fifth coordination factor of outer voices-difference be- 
tween keys of two top voices and bass clef and scales, was described in Georgian musicology over a cen- 
tury ago, in the epoch of chant transcription. Namely, in the case of sharps, bass has one alteration marks 
less as compared to top voices, but in the case of flat one alteration mark more (Karbelashvili, 1899: II). 
Frequently such difference between alteration marks provokes poly-modality or similar occurrence in the 
polyphonic syntactical construction — when two bottom voices have the same modal support in a cadence, 
whilst before that the scales of voices are different (ex. 12, a, b, c). 

In the afore-provided examples, the modal centre of cadences is ‘d’, tuned to the ‘a’ of first voice. 
Besides, before the fifth is revealed, top voices develop in a scale with single sharp, whilst the bass devel- 
ops in a scale without key. In second voice of cadences ‘d’ Myxolidian is present; first voice is in the same 
mode. In bass d Dorian is present. In bass there is ‘f? in Karbelashvilis’ and Koridze’s examples, but there 
is ‘fis’ in second or first voices. 

It is obvious, that in church chants polyphonic texture contributes to the origin and formation of vari- 
ous modal structures. 

In the scales with different interval structure the intonational formule “found’ in certain sound fields 
together with the co-sounds tuned to them determine the modal type and final steps of chant stanzas. Be- 
sides, in notated material we frequently encounter the cases, when the formula-models with melodic line 
or same outline (micromotive, motive, phrase, stanza) is taken from different sounds of a scale and mode 
within the same or different chants, different versions of one hymn and correspondingly is characterized in 
different intonational peculiarity and modal belonging. from this standpoint noteworthy are the Karbelahs- 
vilis’ transcriptions, where not only separate phrases or stanzas, but often chant variants differ from each 
other in harmonic aspect. 

Supposedly, such cases do not show the real sound of chants, but represent the hymn transcribers — 
the Karbelashvilis’ attempt to accurately reflect, “translate” the harmonic side of chants with non-tempered, 


zonal scale in five-line system and temperation. 
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Of course, it is impossible to accurately reflect zonal hearing and micro-interval gradations (both of 
traditional and professional music) in notation system; but it is hard to imagine that such connoisseurs of 
chanting as Karbelashvili brothers (Vasil also had professional musical education) gifted with phenomenal 
musical talent could have transcribed chants in the way radically different from reality, their knowledge and 
performance, as well as published and disseminated them. 

Anyway, it is a fact, that in the transcriptions same formulas and polyphonic constructions are docu- 
mented with different key and non-key signs and in different modes. 

In relation to this it should be said that traditional polyphonic intoning, zonal or approximated to tem- 
pered (which is zonal anyway), is characterized in the variation and/or microvariation of interval and micro 
interval aspects. In vocal intoning operation with micro intervals is achieved naturally, by the performers’ 
mastery. 

Any notated text intended for non-tempered performance is only the skeleton of real sound, attempt 
to graphically depict the sound matter with unique intoning in each case. 

Proceeding from human hearing and zonal nature of intoning each vocal performance is a unique, 
inimitable variant, but in the process of transcription multiform, improvisational sound matter is put within 
one particular scheme; out of numerous possible variants only one -model, modus is selected. 

In the process of notation this spectral riches becomes more concrete, with less transitional tones, but 
intonational-spectral gradations are revealed in vocal performance. 

According to the afore-mentioned we consider it permissible to “discover” traditional formulas and 
their polyphonic constructions with different harmonic coloring and to present them this way in the tran- 
scriptions. 

Apart from the above-mentioned another reason of this diversity in chants is creation-performance 
and improvisational nature immanent to Georgian traditional music. 

Bottom voices tune to of cantus, harmonically “design” its international formulas. Before finishing 
any stanza is rather neutral and diverse from modal standpoint, rich in harmonic colors. As said above, here 
different supports and their constructions alternate in the process of intoning. Only the chanter’s intona- 
tional formula indicates to bottom voices which of these will be final. 

Continuous alternation of chords with different intonational and harmonic peculiarities is one of the 
secrets of the inimitable beauty of Georgian chant. The more “ornamented” or polyphonized is the chant 
the more intensive is this harmonic-emotional diversity. 

In many chants (particularly in “ornamented” ones) it is permissible that bottom voices do not steady 
for cadancing by unison or fifth, but form a structure with open cadence function “around” the finalis, in 
which modal centre is not emphasized, but avoided is attraction to it. Thanks to these constructions the 
sharpness of seizure is neutralized and achieved is the effect of the continuity of linear development, link- 
age of syntactic units. 

Another interesting peculiarity of Georgian chant melos is that here restricted is the area for the ap- 
plication of top sounds of modal scale. The appearance of the uppermost sounds of the mode in tune always 
carries particular spiritual disposition and that of artistic-emotional culmination. Highest possible limit, 
“reached” by chant tune, is conditionally ninth step of the Aeolian mode (or Mixolydian, rarely decimal of 
the Ionian). As seen from the examples in chants encountered are two ways of sound application — high and 
semi-tone lower (ex. 13). 

In Kartli-Kakhetian chant step VIII of Aeolian and IX of Mixolidian introduce the mood of reaching 
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the summit. Cords obtained by the tuning of these sounds with low voices is typical (ex. 14). 

When coping with sound space in chant the scale increases from top sounds (Aeolian [X, Mixolydian 
or Ionian X) downwards (in a number of cases in “ornamented” chants the bass even moves an octave be- 
low the central tone of Aeolian mode). The use of sounds higher than these in a chant, results in the change 
of scale and mode, or mode pitch. 

In a large number of chants the jump of the scale in tune mode is applied to create particularly elevated 
festive, culmination, spiritual and artistic disposition. 

It should be mentioned, that E. Chokhonelidze’s statute on the “harsh and hesitant functional nature” 
of the octave duplication of basic support is natural for old Georgian secular and sacred music, but there 
are many exceptions in chants: In specific cadence constructions of West Georgian “ornamented” hymns 
stanzas and phrases frequently end in octave unison (ex. 15). 

Together with ending on octave cadences inside stanzas and phrases, in the chant tradition of Gelati 
School there are cases (Koridze, 1895: 75, 80; Kereselidze, Q-674) when the chant ends on the chord result- 
ing from different kinds of octave duplication of the basic tone of mode (ex. 16, 17). 

Such cases, particularly the frequency of octave open cadences in the “ornamented” chants of Gelati 
School indicated to the fact, that in old Georgian sacred music the principle of octave duplication of the 
modal steadiness, basic tone, coexists with the principle of “monotonicality”. 

Alternation of “polyphonized” intonational formulas or syntactic units of ‘es’ within one scale is a 
melodious-harmonic or functional modulation within a scale. In this case only modal centre and interval 
structure of a mode change but not the scale. 

For instance, if in a scale with one flat an intonational formula ends on ‘a’ of minor octave and bass 
is tuned to it a fifth below (and second voice joins either bass or first voice), the cadence phrase ends in‘d’ 
Aeolian mode. If bottom voices join the ‘a’ in unison ‘a’ Phrygian can be observed here, if the formula ends 
on ‘g’ and bass is tuned to fifth, we will have ‘c’ Mixolydian. But if voices join in unison s, ‘g’ mode is 
formed. Any step or sound of scale can be modal a centre/support; for instance in the scale with one sharp 
most often modal supports are minor octave ‘d’ or ‘c’, also above them ‘e, f, g, a, b, c’ (ex. 18). 

The limit of maximal development of tune in a single-flat scale is ‘e’. If an intonational formula will 
be above it (Aeolian [IX or Mixolydian X sounds); or the high octave repetition will be longer sung in the 
chant of Kartli-Kakhetian hymn; or the same sound will appear in the context stimulating, convenience 
for tune modulation or deviation (and often when the tune approaches highest notes of mode in Kartli- 
Kakhetian chant), in such cases ascending modulation (or deviation) with scale change is possible in hymn. 
In this case upheaval of the entire system with one tone will take place; only new scale will maintain old 
interval structure. 

With scale change modulations also represent particular cases of melodic-harmonious or func- 
tional modulation. During such upward modulation steps VI and II move semi-tone up in Aeolian mode, 
step II of the old Aeolian mode becomes the centre of the new Aeolian mode. Steps VII and IV elevate in a 
semi-tone in Mixolydian mode; here the centre will also go a semi-tone up ...... i.e. in the case of the scale 
provided as an example here ‘b’ and ‘f? (in bass ‘e’ and ‘b’ will go a semi-tone up), this results in a new scale 
(Kartli-Kakhetian Tsmidao ghmerto) (ex. 19). 

A kind of modulation is the scale movement one tone below — when steps II and V of Aeolian mode 
(or steps III and VI of Mixolydian mode) move a semi-tone down and mode supports move one tone down 
(a fragment from Kartli-Kakhetian Eucharistic canon) (ex. 20). 
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In Kartli-Kakhetian chant often encountered is the recitation of first voice, stimulating this modula- 
tion, on step VI of Aeolian or (step VII of Mixolydian) or longer singing of these sounds and melodic 
movement and coordination with certain intervals of second voice on this background (Akurtkhevs Suli 
Chemi Upalsa) (ex. 21). 

In Karbelashvilis’ publications documented are two other kinds of modulation with scale change, 
rarely encountered in the chants transcribed in 5-line system. 

The first case is presented in the hymn Netar ars katsi (Karbelashvili, 1897:9) (ex. 22). 

In this example the cadence construction is built on step II lowered due to the necessity of coordina- 
tion between step VI of Aeolian and fifth. ‘d” dominating earlier loses its significance as of a modal sup- 
port; in the first half of the microstructure built on the meter-rhythmically emphasized ‘es’ support, ‘d’ step 
V, then VI of Aeolian mode, dominating before, goes down in the melodic phrase of second voice. In the 
second half of cadence phrase (following a comma) the obtained ‘es’ Aeolian mode is reinforced, in which 
the hymn continues. As we see in Netar ars katsi the scale has moved a semi-tone upward. 

And second case the hymns included in Karbelashvilis’ collection Sagalobelni shobis dghesastsaulisa 
(Karbelahsvili, 1899: 1) are characterized in the hymn movedit erno (ex. 23). 

In this fragment of the hymn the intonation flows from’c’ Aeolian to ‘es’ Ioanian, then ‘f’ Dorian 
(Saidumlosa), after this the pitches of 4 sounds are changed in the scale (as a; es e; b h; f fis), the 3-flat-scale 
is substituted with single-sharp one, intoning goes in the modes constructed in this scale. 

In chants frequent are cases, when mode also changes under the conditions of one support; the ex- 
ample of such is the endings of stanzas in Polievktos Karbelashvili’s Movedit taqvanis vstset (ex. 24). 

All tunes end in ‘g’ /ending phrases II and IV are identical/ . But as a result of the harmonic activity 
of bottom voices, in case I the construction “was found” in c Dorian, whilst in case II-it was found in “g’ 
Aeolian (by means of bass ‘es”), in case HI —in ‘c’ Mixolydian, and in case IV-in ‘g’ Dorian. 

Cases of mode coloration are also frequent in Kartli-Kakhetian chant (ex. 25, a, b). 

In many hymns often encountered are modal deviations determined by interval coordination. 

Modulation or deviation with scale change in chant is linked with form or the polyphonic nature of 
texture i.e. increase of “ornamentation”, this is mostly determined by: 

1. the traditional structure of voice/echos/or tune; 

2. coloration of mode in the process of improvisational performance-creation, original “play” with 
harmonic colors of one or all voices; 

3. Appearance of extreme voices of scale in tune (for chanting, chant melos); 

4. Step in a tune which gives impetus for modal coloration or deviation to separate voice. In such 
cases it is important to change the pitch of any step in order to avoid triton between voices and of pure fifth 
or fourth sound (the example of preventing triton between bass and madzakhili can be found in the modula- 
tions of the 18" and 19" century examples); 

5. Typical and traditional kinds of interval coordination; 

6. Polyphonic-textural occurrences which break typical principles of coordination between fifth 
or octave and third coordination of top voices and enrich “normative” interrelation between voices with 
new traits. Here we imply syncopated upward movements on bass towards ending unisons; as well as its 
melodic or motive initiatives when it upwardly exceeds its natural intonation-register frame and joins or 
crisscrosses II voice. At this point the regularities of “interrelation” between first and second voices start 
acting this is why it makes the before “absent” notes of the scale sound. The same may “happen” to the 
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other voices in the cases of violent polyphony, improvisational-register “self-oblivion, particularly during 
vocal crisscrossing. 

Thus, the alternation of support notes and their corresponding constructions proceed from the inter- 
relation between intonation formula and polyphonic structure. In the polyphonic tissue tuned to first voice 
the interrelation between the steps of a scale is determined by harmonic regularities typical to Georgian 
traditional polyphony. To this original modal peculiarity added is the afore-mentioned alteration of support 
notes and their constructions: until the syntactic unit, model-formula of cantus ends and “shows” bottom 
voices where they should “go”, but before that any idea of textual configuration (parallel, outline contra- 
distinction of outer voices, poly-linear, different-melodic, contrast) and laws of attraction to basic modal 
(bottom) steadiness acts in musical structure on the whole. 

During the polyphonic activity of bottom voices (second voice and bass), in some constructions their 
attraction to modal centre is overcome by their orientation to the intonation of first voice. Due to this very 
occurrence and strive of the voices to polyphonic independence most steady and repetitive support is sub- 
stituted by another step i.e. modal vagueness is created. 

Harmonic speech tightly connected with textural configuration of various types determines aesthetic 
peculiarities of Georgian Schools of chant. The process of textural polyphonization in different ways, the 
increase of polyphony is accompanied by the complication of harmonic language and maximal exposure of 
the entire riches of harmonic thinking of a chant. 

Differences between the chords formed by the peculiarities of polyphonic-textural thinking, racy ver- 
tical co-sounds are particularly distinguished. 

The musical language of all three schools surviving to this day is characterized in the frequent ap- 
plication of second and third co-sounds. In West-Georgian hymns fourth co-sounds are also frequently 
encountered. One of the stylistic features of Shemokmedi School is frequent application of fourth-octave- 
chords and fifth-ninth-chords. In West-Georgian hymns, particularly those from Gelati School the examples 
of application of broader-sounds (undecima or duodecima between outer voices, middle voice distanced in 
sixth, seventh or octave interval from them) increases together with the increase of “ornamentation” and be- 
comes as a stylistic feature. The chants from Svetitskhoveli School are characterized in wavy alteration of 
consonant and dissonant co-sounds. Here maximal interval of second voice below first voice may be sixth, 
very rarely — seventh. Besides, in chants from these three schools, in the “knots” with polyphonic-melodic 
incandescence, co-sounds built by adjacent sounds, second-third or second-fourth (sometimes even second- 
cluster) are frequently encountered. 

Proceeding from the afore-mentioned the mode of Georgian chant, as harmonic-intonational system 
is revealed, determined and realized by the factor of traditional intonational formula, on the one hand (this 
peculiarity of Georgian music is common with Byzantine, Gregorian and Znamenny traditions) and the 
factor of polyphonic multi-part singing, on the other hand. 

The analysis of chants shows that in the realization of archetypal, traditional cantus firmus most sig- 
nificant was “to discover” formula-models of chant in various harmonic context. 

The 19" century material transcribed in 5-line system surviving to this day confirms, that other ele- 
ments of musical language, including mode — a “frame” of tradition on the one hand and the sphere of 
polyphonic improvisation on the other hand, were also imprinted with the signs of improvisational freedom. 
Traditional Intonation formula-models “regulate” creative freedom. Chant is the realization of different 


modifications and polyphonization. 


498 Round Table I 


Harmony of chant is a component of the polyphonic process of such realization. 


The speaker thanked S. Jangulashvili, all Georgian scholars and singer-practitioners whose art in- 


spires the audience. 


After a short break Simha Arom mentioned, that one of the most significant problems in the un- 
derstanding of Georgian polyphony is terminology, in which Georgian and foreign scholars put different 
meanings. 

For instance, one of the key terms is “mode” (“modus”). Everyone who uses this term, gives differ- 
ent meanings. What do Georgian scholars mean when speaking of mode? You say, that mode depends on 
cadence. Let’s not speak of mode in general. In Middle Ages the term was applied in relation to monody. 
But you are speaking of mode in polyphony, its changeability, transmission from one mode into another and 
then finishing musical example in the third mode; what does it mean when you say that an example is in this 
or that mode? We took the disicion ake the Svimon spoke of “co-sounds”, but it is unclear what is meant 
under this. For me co-sounds is not only consonance; it can also be dissonance, particular meter-rhythmic 
formula. Does it mean that this cadence has particular meter-rhythm? He also spoke of scale modulation, 
what does this mean, and what the difference is between scale and scale modulation? Modulation is a very 
European phenomenon, what does it mean in modal music? What does monotonicality mean? Next term is 
“polymodality” — what is meant under this term in chant? These are questions which arise in the study of 
Georgian polyphony and if we are lucky we will be able to elaborate a model, which will help us answer 


these questions. 


In connection with the harmonious model of Georgian song Polo Vallejo recollected his visit to 
Mtiebi children’s studio directed by Giorgi Garaqanidze. Most children had no singing practice before join- 
ing the studio. At Polo’s request the director gave children a task to tune voices, follow an unknown to them 
melody, which they easily did. The only problem for them was nescience of the text, they easily understood 
harmonious structure. I was convinced, that the idea, archetype, model of polyphony (that Prof. Arom and 
I are trying to find) is present in Georgian children, their thinking. 


Joseph Jordania; I have couple of suggestions. First of all, very basic question: when you are com- 
paring these different musical styles, do you have a working hypothesis? Is your research without any 
working hypothesis, just to see what the research will show, or you do have such a working hypothesis to 
explain observed similarities or dissimilarities? Another question: As I can see, when you name the scales, 
you only use the last note of the phrase. This might not be very productive, because virtually the same musi- 
cal phrases in Georgian traditional music might finish in different places. And this might depend where the 
musical phrase comes from. For example, in Kakheti we can have a phrase with such a base: G-G-G-G-G- 
G-G-A. Similar phrase in Samegrelo will have different ending: G-G-G-G-G-A-B. If you find the similar 
phrase in Guria, most likely it might go higher, like G-G-G-G-G-A-B-C. In Church songs we might have 
such a phrase finishing on lower D: G-G-G-G-G-D. And sometimes we can finish on lower E as well: G-G- 
G-G-G-A-E. So very similar phrases, based on G central tone, might finish on totally different places. There 
was a discussion in Georgian musicology on this topic in the 1960s and the 1970s: Shavla Aslansihvili was 
sure that the last note, was the tonic, the central tone. Another scholar, Grigol Chkhikvadze, was sure that it 
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is the dominating, central tone, that defines the scale, not the finalis. For me also, the central tone is much 
more important for determining the scale, than the last note of the musical phrase. 


Polo Vallejo: But how you can find which is the central tone? 


Joseph Jordania: Central tone is the tone which usually starts the musical phrase in the bass part. It 
usually dominates the musical phrase, or even the entire song. It is simple. 


Polo Vallejo: It seems to be simple. We are trying to find the main sound, which fixes common point 
to explain what happened before, that’s why we refer to finales. 


Joseph Jordania: Yes, I understand. But sometimes we are searching for the things that might not be 
there. I remember, there was a big discussion about one Khevsurian lullaby. It is a very simple and repeti- 
tive phrase (sings): “e-e, nano, nanasao, samkal gachenilasao...”” Melody is based on tetrachord (G-C-B-A, 
G-C-B-A, etc). The discussion was about the finalis, or about where the song should finish, and where is the 
tonic of the song. There was a version which was finishing on A, and some used this to prove that the song 
should finish on the second step of the tetrachord (as many other Georgian songs). But there was another 
version of the same lullaby, which was finishing on the first step of the tetrachord, on “G”. So, some were 
proposing this is the correct for the song. And in the 1980s we were transcribing still another version of the 
same lullaby, and this version was finishing on the top of the tetrachord - on “C”! Following the principle 
that when transcribing fieldwork materials, every detail is very important, we paid attention to what the 
singer said after finishing her singing: “I think I’ve finished” she said. We recorded these words, and then 
we asked, “What is happening, why is she asking whether she finished song or not”. After discussing why 
she said these strange words, we gradually understood what was the problem: this is lullaby. This melody 
has a specific function, putting a baby to sleep. The song does not have a proper place where to finish, it is 
finished when the social function of the song is fulfilled and the baby is asleep. When recording this ver- 
sion a women is in an artificial situation: she is singing to the microphone, and she has no baby to put to 
sleep. So she is continuing singing, but then she understood she could not continue singing until she puts 
the ethnomusicologist to sleep, she stopped at some points and hence her words “I think I’ve finished.” This 
melody does not have the “correct”, where the singers should finish the song. I told you this story from 
my experience to show that sometimes we are searching for the things that are not really there. As Nino 
Tsitsishvili was saying during her paper, scholars are searching for the various forms of marriage is some 
societies, where there is no marriage as such. The same way if we are searching for a tonic of a song, there 
can be combination of two different dominant tones, for example, G and E-flat, or G and B, or G and A, and 
we can have argument, discussing which of them is tonic. In the church song we might have a combina- 
tion of two or even three tones that are dominating in the composition. We should not approach this from 
the point of view of European harmonic system where the tonic is clearly present. This is my suggestion. 


Susan Rankin: | want to support your position extremely. The model that you are expending is very 
clear in Gregorian chant. There are many chants with the finalis. This is a model that we very familiar with. 
And the fact that finalis became so important in modal theory is something that happened long after. And in 
those terms I think say central tone rather than tonic is very useful. So, I support that I don’t think it anyway 
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upsets your analytical model, because the point of your analytical model consists of patterns and all the 
need to produce is a series of features that repeats themselves. It does not matter that you are not making 
the modal theory at all. Your theory does not depend on relationship of the finalis to the rest of the music. It 


depends on finding repeating behaviors and when you find repeating behaviors whatever you call. 


Polo Vallejo: in the relation with Georgian colleagues we have ascertained that in Georgian sacred 
music we also have semi-cadences, each of which is like a finalis. This is why we started to study chordal 
syntaxes and look for a model playing finalizing role in chant. 


Joseph Jordania: We should not expect that after the discussion we will find a perfect solution to the 
problem. Often the best result of a scholarly discussion is a new question, or a new evidence that comes to 
our knowledge. I want to put forward one detail, mentioned by Simha Arom. He mentioned that in Georgian 
singing you always have a feeling of chords. It is not that there are three different melodic lines that make 
some chords. A agree with this. In this connection I want to share with my observation about the chords 
that Georgians use. Many years ago I was comparing Georgian traditional musical thinking to European 
classical musical thinking, and I came to conclusion, that they have big differences how the musical idea 
starts and develops. European musical idea as a rule starts with some stable element, usually tonic. So the 
harmony as a rule is tonic, and the melody also starts from the notes of the tonic triad. Then it travels to 
other notes and harmonies, and finally it comes back to tonic. In Georgian traditional thinking there is a 
marked difference: musical idea often starts from the dynamic, non-stable element. In harmony this is usu- 
ally a dissonant chord, like 1-4-5, and in melody it is often a seventh or the fourth note of the scale. And 
after development, both melody and harmony come to the stable element, final unison of the fifth. Have a 
look for example, at Gurian version of Shen khar venakhi — it starts with a stark dissonant chord, as many 
other church songs or traditional songs. Now if we compare with the Medieval Euroepan music, I do not 
think we can find any examples of music starting from such sharp dissonant chords. So despite the existing 
parallels, there are still important elements that divide these cultures. So yes, as a rule they both finish with 
the unison, but look at the beginnings — there where the biggest difference between them is seen. 


Davit Shughliashvili: He thanked the participants for the interesting discussion and noted that the pa- 
pers dealt with sacred music, however the discussion basically touched upon secular music. Of course, we 
can speak about their close connection in Georgian reality, but would rather focus on Georgian chant; in his 
opinion Georgian musicology and S. Jangulashvili are following the same simple, but inaccurate method, 
namely in the nalysis they base on transcriptions. He thinks that when researching chant the analysis should 
base on authentic recordings of Georgian chants and songs, which have fortunately survived to this day. 
Only this will allow us to understand the harmony of this music, nature of the melody and interrelation 
of voices. In chant manuscripts we deal with the texts of Georgian chants translated into Western 5 line 
notation system and analyzing these in fact we are analyzing the translation. Actually, the performance of 
today’s ensembles is singing of this translation, it is easy to notice even by ear that this performance does 
not coincide with our ancestors’ chanting, it is true we try hard, but all of us do it differently; main goal 
of chant researchers is to base on the ancestors’ singing in the analysis in order to find the key to Geor- 
gian mode from their sound and not from transcriptions. In this case the issue of the interrelation between 


Georgian and Europen music may become even more interesting: Georgia isolated from Europe for along 
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time has preserved old mode and manner of performance, fairly well, which may become a guidline for the 
Europeans themselves for reading their own music differently. 


Svimon Jangulashvili: Of course when researching chants we should consider audio recordings as 
well, but at hand we only have about 150 recordings of West Georgian Shemokmedi Mode and several re- 
cordings of Kartli-Kakhetian chants, whilst there are few thousand notated chants, with significant textural, 
harmonious and polyphonic difference, amazingly diverse is their musical world. This is why, sadly, we 
cannot determine the issues of Georgian chant mode, harmony and musical thinking in general, or reflect 
the stylistic riches documented in the transcribed chants. 

In general, accurate documentation of a sound pitch is possible only on tempered (key-board) in- 
struments. Vocal performance (as well as that on other non-tempered instruments) is carried out on non- 
tempered scale; this is why each transcription is naturally a sort of translation. Vocal performance can’t be 
tempered, a singer can never sing with exact cents, micro intervals. We can never say which micro intervals 
were performed by our ancestors centuries ago, as we no, singer can say how far from each other were two 
sounds sung by him. Surviving is a large number of folk song recordings, but chants of only one School. 
Much will be lost if we study the entire corpus of manuscripts basing on the audio recordings of only one 
School. Thus, in order to reflect all diversity of transcribed material we discuss Georgian chant according 
to the examples transcribed in 5 line notation system. 


In Nana Valishvili’s opinion Georgian polyphony is not a spontaneous phenomenon. The fact that we 
have not yet come to conclusions to clear out the system of Georgian musical thinking does not mean that 
it does not exist. If we have not acknowledged the modal and harmonious system of polyphony does not 
indicate that Georgian polyphony either was spontaneous and disorganized. 


Ketevan Baiashvili recollected a case from her own pedagogical practice, when she taught folk songs 
to children, whose ear was trained in listening to European harmony. When the children sang the song in 
three voices reading the notes, then after having listened to old recordings of folk singers, they easily, with- 
out the teacher, noticed the difference in sound. It took Ketevan much effort to approximate the children’s 
singing to the sound of audio recordings. In the end she asked a question: how this could be explained, if 
not by the originality of Georgian scale? 


Tamaz Gabisonia mentioned that he shared Davit Shughliashvili’s and Joseph Jordania’s consider- 
ations rather than S. Jangulashvili’s. He briefly answered foreign scholars’ questions. 

¢ In Georgian chant the music is lesser determined by text. This indicates how Georgian chant is 
distanced from its ancestor and has gone far from its original; 

¢ In Georgian chant leading is the linear movement of voices; 

« In answer to the fact that Prof. Rankin has never encountered parallel fifths in Georgian chant, 
he referred to the chants of Erkomaishvili’s “mode for study” of Shemokmedi School published by Davit 
Shughliashvili, with which the children were taught at the initial stage of learning chants, and which repre- 
sents the ancient initial type of Georgian chant with the movement of parallel fifths and octave; 

¢ To the question whether any leader voice or voice pairs in Georgian chant, the answer is as fol- 
lows: there is different tension between top and bottom voices, as well as between two upper voices, where 
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the top voice is leading, as canonic one, with middle voice often following it parallel thirds. 

Gabisonia also emphasized attention on the issue of vertical in Georgian chant. In his opinion, along- 
side linearity there is orientation towards fifth and octave. He did not share Svimon’s viewpoint on the 
absence of dialectics of counterpoint and parallelism in Georgian chant. He believes, that there is the dictate 
of parallelism, but variant, improvisational development moves towards counter point; in chant he sees the 
dialectics of fifth and octave relation. Two adjacent voices are orientated to fifth, whilst outer voices ori- 
entate towards octave. Two fifths built over each other defeats octave tension and creates ninth. This is the 
basic dialectics, characteristic of the harmony of Georgian chant. 

He also emphasized that in modal system the term “polymodality” is unclear in relation with Georgian 
chant. Our foreign friends Prof. Arom and Prof. Vallejo are striving to encompass one chant entirely as a 
composition. He agreed with Joseph Jordania who considers this incorrect. Guido d’ Arrezzo said: When 
we listen to the final tone; we simultaneously feel what was before, in the phrase just like a prayer, we do 
not bind this big phrase of chant within ourselves, but are always, every moment where we are. Melody is 
lesser gathered in chant, than in a song and classicism, where there are functional contrasts and the phrase 


is functionally bound. 


In connection with Georgian traditional mode and scale Joseph Jordania recollected his last visit to 
Svaneti, when together with a large group of Australians he was learning “Riho” from Islam Pilpani. When 
teaching the song the folk singer sang the same phrase sometimes in minor mode, sometimes in major one. 
The Australians who were transcribing the song, were confused-they did not know how to document his 
singing; when they asked which of these variants was correct — singing high or low. He reciprocated the 
question what was the difference between them; meaning that, what we are trying to document precisely 
is not important for him in the main. One I remember transcribing a song, I could not determine the pitch. 
My father Mindia, who was observing this process, told me — you hear low pitch because it sounds on ‘o’, 
usually it sounds higher on ‘a’. 

The thing is that, Georgian song and chant have zone nature and seeking for 17 or 25 cent difference 
between them created serious difficulties. Even the songs performed by the same singer sound differently, 
thus when transcribing a song or chant, it becomes fixed and featureless. But this is necessary — if one wants 
to analyze them there should be some support points. I do not think that there existed a Georgian system 
which the Erkomaishvilis, Pilpanis, Dzuku Lolua and others in East or West Georgia followed. I believe 
that discovering such accurate Georgian system is an unrealizable dream. If it had ever existed it would 


have been found. 


Rusudan Tsurtsumia noted that this discussion was natural, as Georgian polyphony is a too complex 
phenomenon to understand its nature, modal scale. It would have been surprising to have found a single- 
valued answer to all questions here today. All of us Georgian and foreign scholars are well-aware of it. Prof. 
Arom also put a question of terminology. Since the day of its inception Georgian ethynomuiscology was an 
inseparable part of Russian folkloristics, but today the process of integration of Georgian ethnomusicology 
into Western is under way. 

Georgian ethnomusicologists argue a lot, but they have good knowledge of the nature of Georgian 
traditional music, simply we do not always speak the way understandable for foreigners, which cause much 
misunderstanding. By the way Prof. Rankin shared Prof. Jordania’s viewpoint and indicated, that Profes- 
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sors Arom’s and Vallejo’s approach to the modality of Georgian polyphony is different from the accepted 
study of Medieval modal thinking. Now Georgian scholars are working to ascertain the so-called “Georgian 
mode”. We should wait for the results of the research, though this is not scientifically proven. I agree with 
the viewpoints, expressed here, on zonal scale and central tone in modality. 


John A. Graham: By way of introduction, my name is John Graham, I study at Princeton University, 
and I’m writing my dissertation on the subject of Georgian chant. I’d like to respond to Prof. Simha Arom’s 
comments on Georgian musical terminology. 

Three quick points. I think he brings up a very important point, which is the lack of understanding of 
musical terminology, and the lack of fully published explanations in English. But the question is, whose 
responsibility is this? Translations are partly at fault, but isn’t it exactly our role as international scholars of 
Georgian music to attempt to understand relevant literature in Georgian, relevant source materials? And I 
beg to differ that Georgians do not understand their own terminology. 

In the reference you made to Svimon Jangulashvili’s paper, the confusion lies with the translation, 
which was full of mixed musical jargon that was completely incomprehensible to an English speaker. But 
in Georgian, Svimon’s paper was very clearly written out and understandable. So that’s not Svimon’s fault, 
that’s the translator’s fault. I think it is our responsibility to clearly understand what Georgian authors are 
writing, and translate it in a way that is understandable for the international community, not the other way 
around. 

To make another point about understanding terminology, Mr. Simha mentioned the word modus. In 
Georgian, as you know, there is the word kilo, which has as many meanings in Georgian as modus does in 
Latin, not to mention the word tropus. In the West, we have the advantage of having theoretical treatises 
from the 9th-10th-11th centuries which describe how they used modus in each century and how that usage 
changed between Latin and Greek, and there is a lot of scholarship defining what those terms meant in each 
century. We don’t have that advantage here in Georgia, as there are no Medieval theoretical treatises. So 
the term ‘i/o exists without full historical context. In different contexts, it can mean melody, it can mean 
harmony, it can mean tuning.... 

Georgian scholars have already looked at the historical sources to see the context for the usage of the 
word kilo. We have quotes from, for example, Ekvtime Kereselidze, who says, “if you don’t learn the kilo, 
you cannot ornament it”. In that case, he is referring to the word Ai/o as the fundamental chant melody. We 
also have quotes from Razhden Khundadze, who in one case says, “this is sung in a beautiful, wonderful 
kilo”. In that case, he was using the word kilo to talk about harmony. 

So, it is very confusing at first, but my point is that the meaning comes across in context, and I dis- 
agree with the implication that Georgians are unclear about their own terminology. 

Now to your point about separating the performance of music from the study of the language of music 
as a grammar. | think that in the context of Georgian chant, such a separation will provide limited results 
precisely because this was an oral tradition. The performance informs the grammar. If you want to isolate 
the grammar of chants, then I believe it will be important to look at it in the context of transmission, how 
it was taught and how it was learned. One of the only ways to do now is to look at the chant transcriptions 
that show the variations of how chant was performed in performance. 

Dato Shugliashvili has written about the so-called ‘study voices,’ about pedagogy and transmission. 
Soso Jordania detailed in his discussion of Svan folk music that micro-tuning differences were negligible, 
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because tuning and the location of the half-step was not the critical performance issue for them. My point 
is that taking into account aspects of performance such as improvisation is critical, especially because this 
is a polyphonic music system. Multiple singers need to coordinate their voices. Their melodies existed in a 
harmonic framework, and that framework had to be adapted in the moment. They had to tune to the other 
voices in the act of performance. 

There is no fundamental grammar that defines the particular pitch of one singer that others have to 
agree with. In performance, I think it’s in the process of listening to the other two chanters, who are con- 
stantly shifting their voices, that a singer decides how to harmonize. 

Now is there a particular harmony that they were trying to achieve? I would argue yes. When one is 
with a group of Georgian singers and someone sings something a little bit lower or a little bit higher than it 
should be, the other Georgian singers will say, that was quite right. 

I have had some recent experience with this because my choir has been recording a CD, and for the 
last two nights we’ve been in the studio until midnight. When we go over the parts, the choir director is 
constantly tweaking what we’re singing, telling us to sing certain pitches higher or lower, this way or that 
way. My point is that experienced singers have a sense of how to approach the tuning of their songs, and to 
evaluate whether the variations in the songs are working together. The resulting song is a product of these 
two processes. 

So I think that separating grammar from performance, in the case of Georgian chant, will only yield a 
limited result. That is my opinion. Thank you. 


Polo Vallejo: Georgian music makes big impression on us. We have our opinion on the large universe 
of this music, on the material we have had at hand during the six years of our research. But we also come 
across difficulties in the study, when we speak of phenomenal parameters, language, its semantics. this is 
why this discussion on mode, language, etc is very helpful. 


Maria Corte-Real got interested which of the Western modal systems corresponds to the mode of 
Georgian chant. 


Polo Vallejo: this is a difficult topic, we differently interpret the occurrences, for instance we call a 
chord - aggregate, construction, totality, for instance if the third is neither major nor minor, we call it neu- 
tral. We are striving to study the phenomenon as it is. 


Simha Arom: I have impression, that I was not understood. I spoke of music as a formal system, as 
a language, and nothing more. This is totally different. Music is a different system, people are born and 
leave this world, but music remains a formal system which has its grammar. It does not change as fast as 


generations of people. 


Another topic is terminology: Prof. Tsurtsumia said, that there is difference between Georgian and 
European terminology, This is not a good approach, most important is to go deep in music in Georgia, Af- 
rica or elsewhere, as the formal language of music should be understandable for everyone. 

Georgian music is not only Georgian phenomenon; it is the treasure of Humanity, proclaimed by 
UNESCO. It has language, which non-Georgians should also understand and should be able to research. 
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John Graham is an exception, he is married to a Georgian woman, we cannot do this (laughter in the room). 
Iam speaking emotionally, but Georgian music is also emotional. each ethnic context should be discussed 
in general cultural context and non-Georgian scholars, including me and Polo should have opportunity to 
understand it. This cooperation is not bad at all. 


In the end Prof. Tsurtsumia thanked the participants of the Round table, particularly Susan Rankin 
and Arturo Tello who specially came to Georgia to participate in the session. She noted with gratitude 
Simha Arom’s and Polo Vallejo’s contribution in the research and popularization of Georgian multipart 
singing and expressed hope, that the results of their research will greatly help all scholars of Georgian 
traditional music. She also expressed hope that this meeting organized with the leadership of Prof. Arom 
and Prof. Vallejo will become the first stage for beginning of the comparative study of Medieval Georgian- 


European music. 


Notes 


' According to the achievements of modern Harmony theory, we do not consider it correct to apply notions 
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“tonic”, “tonicity”, “tonality” for the definition and analysis of the occurrences of modal harmony. 


> Here we would like to add, that we have mainly analyzed the chants from Svetitskhoveli and Gelati Schools. 
When discussing the modal-harmonic peculiarities of chants Artem Erkomaishvili’s chants from Shemokmedi 
School/Guria constitute the topic of another discussion; almost no audio recordings of these are available unlike 
the examples from other Schools, it is necessary to research of the hymns from Shemokmedi School basing on the 
audio recordings fortunately available for us. The chants from this School are characterized in the co-existence 
of specific kinds of developed and archaic counterpoint and harmonic thinking, in which particular parallels with 


regional folk language are clear. 
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Arturo Tello’s Audio Examples 


Audio example 1. Cunctipotens genitor Deus. Codex Calixtinus of the Cathedral of Santiago de Compostela (XII 
c.) http://www. youtube.com/watch?v=qnoe2_AmxoQ 


Audio example 2. Organum/Kyrie Trope: Cunctipotens genitor Deus (voice, 3 voices) http://www.medieval. 


org/emfaq/cds/op1-102.htm 


Audio example 3. Kyrie cunctipotens http://www.medieval.org/emfag/cds/cpu301.htm 
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Susan Rankin’s Video Examples 


Video example 1. Verbum patris. Performed by Sequentia. 
http://www.youtube.com/watch?v=ShNPEnkgCcA Published on YouTube on Mar 12, 2013 


Video example 2. Orientis partibus Medieval Carol for Quire.Performed by Quire Cleveland, conducted by 
Ross W. Duffin, performing at Trinity Cathedral, Cleveland OH, December 3-4, 2010. 
http://www.youtube.com/watch?v=yn _ eGxF8p4 


Prepared for publication by 
Rusudan Tsurtsumia 
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Figure 1. Cunctipotens Genitor Deus. Codex Calixtinus of the Cathedral of Santiago de Compos- 
tela (twelfth century). P. 219r 
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Example 1. Cunctipotens Genitor Deus (transcription). Codex Calixtinus of the Cathedral of 
Santiago de Compostela (XII c.) 219r 
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Isgs~oono 2. Verbum patris. XII boy3j6ob 93308 s6oy{Mo bogseodgeo. gqdsGox ab qbogqMboeg- 
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Example 2. Verbum patris. A 12th century Aquitanian chant. Cambridge University Library, 
Ff.1.17. Top and tenor in bar 2 (D against C) + middle and tenor in bar | (again C against D) 
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Example 3. Four cadences from the St. George’s Troparion ( Karbelashvili, 1897: 90) 
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Example 4. Cadences from Rejoice O virgin ( Karbelashvili, 1897:104) 
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Asgv~oan 5. 3dbsncre0, gsbsarreo (Jomodg, 1904: 44) 
Example 5. Shine, Shine ( Koridze, 1904: 44) 
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1897: 
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Example 6. Fragment from the chant Rejoice O Virgin ( Karbelashvili, 1897:104) 
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Isgv~monn 7. 39Es6byd0 Logsmedemoes6 s6ajg~mebo Csmsegdb (Jorodg, 1904: 43) 
Example 7. Cadences from the chant The Angel Cried (Koridze1904: 43) 
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Example 8. Fragment from the St. George’s Troparion ( Karbelashvili, 1897:90) 
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43) 


Example 9. The final cadence from the chant The Angel Cried (Koridze1904: 43) 
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Example 10. The Day of Resurrection (Q-667:4) 
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Asgv~on0 11. seEe3md0bs CeE9 56b (Q-667: 4) 
Example 11. The Day of Resurrection (Q-667: 4) 
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Iogo~on0 12. 
Example 12. 


d) der39000, 0393360b-3bG.90 (396dg9~s330~@0, 6bo330d9, Ne2125-2126: 32) 
a) O Come, Let Us Worship (Karbelashvili, Chkhikvadze, #2125-2126: 32) 


3) Gmdgerbo J967nd000 (Jeorod9, 1895: 81) 
b) Let Us, the Cherubim (Koridze, 1895: 81) 


3) de39w@0m, 0393dbob-3hygo (Jerod, 1895: 43) 
c) O Come, Let Us Worship (Koridze, 1895: 43) 
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Asgscmona 13. deogqe0m, 0593860-317390 (39Hdjesd300cm0, 1897: 1), s3960b93b beyeoo Rado 4935- 
cobs (Q-672: 1), 27978e7—, Fagg Fyseog6 (39dge@msd30~@o, 1897: 7) 

Example 13. O come, let us worship (Karbelashvili, 1897: 1), Bless the Lord, O my soul (Q- 
672: 1), Lord, Hava Mo) als 1897: TT) 
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Iogs~@on0 14. JsMo~-356-44 gseomdsdo J39e5 BAQ60L Bqds6Q0M Do~Egdqjc MsbbIogs6jdsm8 
834M Msbdodeg3QMemd9 

Example 14. Typical cord’s succession obtained by the tuning of low voices in Kartli-Kakhetian 
chant 
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Isgs~on0 15. doz9e0m, 0393960 3bygo (Jerodg, 1895: 35) 
Example 15. O Come, Let Us Worship (Koridze, 1895: 35) 
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Isgv~mon 16. Lod—gZegemdns3@m Gemdqerb6o fgG7d0003 (Jomodg, 1895: 80) 
Example 16. Let Us, the Cherubim (Koridze, 1895: 80) 


IHag0~0 Asgoes I. RS6SHNIOD 
524 Round Table I. APPENDIX 


Asgvcom0 17. 39993969dj3@0 Gedgerbo JyG7nd0003 (Jomodg, 1895: 94) 
Example 17. Let Us, the Cherubim (Koridze, 1895: 94) 
i. 


Iogo~@on0 18. ZseEs6byd0b esdm93%968 ~oalbbam 
Example 18. Cadances with unison at the end 
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Asgomond 19. FdoeE3- Cd_HMM (39%g~sd30~0, No264) 
Example 19. O, Holy God (Karbelashvili, #264) 


gt — _— 


Pa 


34a39~0 IdQ 08 IL. RS65@000 
526 Round Table |. APPENDIX 


Asgvcon 20. g3JoGobGogjmoa 3s6rbo (o3M3,d76G0) (Z9Mdge~msdZ30~@o, No264) 
Example 20. The Anaphora (frag.) (Karbelashvili, #264) 


Asgv~mon 21. 3797600693b bacro h9do nopscrbs (396dg9e@s330~@0, 1897: 6) 
Example 21. Bless the Lord, O My Soul (Karbelashvili, 1897: 6) 


Isgvmoma 22. 69494 45Gb 70730 (39Hdgemsd30c0, 1897: 9) 
Example 22. Blessed Is the Man (Karbelashvili, 1897: 9) 
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Asgscomo 23. do3g@am, gGber (3sHdgesd30~o, 1899: 1) 
Example 23. O Come, People (Karbelashvili, 1899: 1) 
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Isgomomo 24. do3ge@0m o393360b-3b7390 (39d3je~sd30~@o, /bo33909, Ne2125-2126: 32) 
Example 24. O Come, Let Us Worship (Karbelashvili, Chkhikvadze, #2125-2126: 32) 
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Iogog~rom0 25. 
Example 25. 


d) O96 3039cr0d0 (39Hd]e~sS330~@0, No264) 
a) We Praise Thee (Karbelashvili, #264) 
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3) Gedgerbo J967d0dns (z9Hdgesdz0cmo0, 1899: 14) 
b) Let Us, the Cherubim (Karbelashvili, 1899: 14) 
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NEW THINKING ABOUT EVOLUTION 
AND EXPRESSIVE BEHAVIOR — 
POLYPHONY AS PART OF WHAT AND 
HOW WE HAVE BECOME 


530 


S63s~0 IerbsbHId9d0 sesdosbob g3IM~@qAGQasbs Ed J4393°%] — 
IG 539 bIOSEMdob MM~@Mo M868d7OMHM37 sesdosbol Asderyseodgdsdo 531 


GSII3SEN: SDLIRSE VIMV'IINS 


MAbjE96 FAOFgdos Dagbserds wsdILGFH {om es 390736 GgGomo, Medqmay woyGngo bybo- 
als derbsGoeggdb 9d dHa39~mo Dsgoeab HoBoMgdolbs ag~gal: sg8mMds 3Meg3. wag Jobs j6bq6d0. 
030 bES ymoRomage Laboob Gsdyg:6o0 Eo soM pos CsdILFH qmsng0b Imgege 4776696 9d069 
Logombob A7LGogmob obs mMHos, 093699, LIF b:OME, YvbdIMnQe@mdob JIeamdsHymdob geder 
Ierqjbes Mdomobal 98137d9. gH (3 05390 8MbOGbs, D7d-rOsg5bqd-jeo HgIS Dnsambydjemo 
ager 0erb9d groMesbosb 3d Msdej60d9 bol Fob asder3qdqje~mo Gogbon gob csbzs 304390 
49300533? sdoGerd 269dM0308, Med 380M37~0 Lohy39 Gsdyg6ds EH. yoMesbosb gseEsk9. 


0-bgd qrMesbos: IbjOL 300793,9db DqZ0b6bq6e A_bg~@jemg_d9_186sd9~—~MM397 Iq(360gM7d01 
g0630msM dab Aq7bobqd, Gemdgm@a(3, sds, bsdg36ogHer ZsdsMob EME ga3bdq609. 03 IBq7bge- 
emgoob msbsbdse, 36sd9eMMg37 99(3609%7dd guesfygoGqb gyzqcms wowa sMmdeqds wo db- 
MME 30M] C_BsS~QdIMSd WSbsdq_TSZ90g9~MO. Mdb5330%37~05, XXI boygqbob wosbsFyobdo 
A396 32Hdbrdm, Gd BIQRMdmomdob GoZ0~moBsGaobs Ed seEsdosbolb dj6gd0b gvbgamsMjd0b 
93969] Isms b93764HSy {adqergG39d0M, dvQMsd 9H jHEsS sA3930Fyegb, Mod sbamo Jqa,- 
4d6969 sbqd-deE5 49-20 Loyznbab, 39-19 Loy7Zy6ob EsbsPyobdo ws ~7RM— sEM]3. s@bgd0- 
M8, AbAMMoOL y3Zgems 3]7MOMEGO GYoJOrdeo696, G-md seosdosbolb 3mEbsd jdsemmg|l’ Fam howl 
JosmFas. gb IZ@sMo 4b33633 CS 86 qQlES C533s30F 9egb, God XXIT es XXII boy3-7699600 
A3960 boy376ob Grebob eEmby7 sMsbGqjmymaRomose Asomg~m9d9, 04939, MgZMH%(3 EMgb A396 
do30h6930 97-19 ws 9q-20 boyAZySQqQd0b (yerebsb. 

SHLOMO’ HES 5338%ZM Sbsmo oeEggdab JoyzqMmdegdgmo B_ZRSbgd0b smo, Isdobsy 
39 M9 abobo LHA~roseE DoyMgdgmos Agq7bmgZ0b d3z7~mo 3s9Hs@0Q,d7d0b greEsbsbyeoes6. A396b 
HZMLSKHOLIL IHs{0e~bdosberdob GsxGIMIrd5b] SforbeEs docmos6 demogho 39Mse03ds. 0M3- 
$7MES, Hd AMsZ9ebosHKrds ~RZM BZos6EQem B44@rAQOymo godmambyds9 IMosg0mosonobF- 
(23860 dmbogymboyMo Imgmal AqdeEqQg. gb Imbsemsdo od~@_bs~@ AysHa ayo, Ged sJboerdoco 
AMZMAIMS Cs sJloeds 30, MMgMMH/3 30730, dG) 30739d9b 9H LogoMergdb. 

gobo 369 GFoegddo gohbeos sbOmgbgd0b sbsero Bodo, GmdI~oal MmsbsbdIse, smmoy}mbos 
33096OIMO BIC BQOymro gsderambyds yo Id, 80M37Mse0 I-QboZ9e~WHO BM9E0(3038, MEd]~0(3 
80 39dS s8d0867dd9 sAMagZOb ymb Sab pHGoes6 Fsdmoegb. Gobsg30M3ZIemoo, Iq MMgH%(3 9d 
A7b‘IeAm|d0b GFoMIrdseE_96g~Mb, TDqdademros dohanseEese 3ob7dH HAI’ bs3-3o9H 3309309, 
953,45d 490300 7dMdE HES 33600b—M, Ged sGb7ddb Lb3s dq36ogMo — sdQha3gMo CEE hmMo 
30JHOO QOsqQ%o0, GmdgQma3 96939 oF0sH7db SbBOL, Ged sesdos6gdob dog syAMoZ0e@06 Go- 
IMAd VM 8037 BqAbLoZ5e~ AHO 8G8E0(30980 8IMmMogQebayjHo ayer. A3Z96b dowead7ddaQ3 sols 
3961635398900. gMosVQMob Irweg~mo sHob 7.9. ,sbse~ro s3G034@0 Bo8mm7boL~ BsGFo~o 9, 
Jobo sbHom, 336030E36 se@sdosbo wCosbmegdsom 100 000 Froob Gob Gsdegap@s. 3d sosmmg bol 
0.3656d3E, ImdobaEqdob y3q~MS seEMabeEj~ A{MGHISb (Hqrbe_MAoemgemgdb, 3mdeo aqnMaogybb, 
8d LobsboModsalls) 336030036 sbomdmbyjmado 139764733696. 393% GgQ,0Mbdo ImemogX}mbools 
SHSObLZO-B3L_ 3.949940 70 00D FerabGab ImdbeosMo Hodob gobAOmeon bUbob. 

Agdo dereqcmo 9939d69d3 L630 SosmMmg bob, GmdIG@Ma?3 V6mdomos, MIM; ,,d-jehoMJ2,006- 
se-gjHo so8mngbs*, GMdq~a73 348303986 Serdaboeqdobs C3 sesdosbjdob IMsgZ5~0 seM@Jq_~ro 
3mMdals qVF y3gGmdsb ws doohby3b, Gad essbeompd0m 2 dDo~omba Fab Gob, seGo30e@s6 


532 IMg39Cr0 Isgowo IT 


Fodeorbjcmo f3760 Gobs3M7d0 7339 spsdos6ydso 093696. sdag0Me~@, Agdngob Smm~magmbos sHs 3~4~r- 
BWM {Mo gsdergmbydo, sMsdqe IBosygoegdobs E83 sesdos6os {635 YIQ~jRBqQdobg06 Ms3;0b wesmf- 
9306 dbodZ6gmegs60 gmpdqb Ho oye. sde7bse, HadIMZ0b Smemragmbos sHJoqmo 3d bsdsoqbbob 
sbogzobs5, wssbempsom, 2 dog~rombo Gob. AgIb Ierwegemda sm~agmboabs Ed Imboox3mrboals 
5MS803H3d8H0 BIEOsHsGFagmqds sMogzqmoM7oyer AgGygqerqb0%] goesb3gcrsbosb sMol @s393d0M]- 
Sqemo. dob Hsbobdse, JVB y{qe~mgdab Hsdemyserodg7dsbos6 JQHMIE, SIMmagebosd C339%39 Msgobo, 
42H sesdosbolb Leryos~Ho 39{doMQd0b5 CEs 3d76039300b 380M396E9e~m0 Memo ws sdob 
39do, ImemagmbajGo HGse0730980 Ingwb Ibogxmomdo bye~-byems JHqdo. 2006 Goer g0de- 
G83 Agdb Gog6do 306 w5b35 30439e%0 dy300b635? Ig Amdgs3zb 3930 AsaQ9~rom0 DbOoy3cocls 
SMA: MbA{MA HHswoayogdabs, 4edeg7d0(3 BAer-Bgers UybHeoqds 5 JOqb0; 2006 Gero’ Gqd- 
093, 99 AggobFo3@9 49360 L635 Smmagmbos, MMd7{M3 4339 3odJMoOd. SdS{OEME AME, 39% 
38-498 AMbmaAMmbayMa BMse0(300E86 FsMdImdmdom 393 gO ImmagmboyjO GMsea3osb. 

dsr086 LoabH {MAbs 3mgI9erMVM E58 ALAS AIF {EO Sm~moy3mbosb GmmHab qHooqMmo30- 
3doMo. 08 GH8E0(309ddo, Lse@s73_ 3mMgs~7qo Ime@ogmbos dewag%os (d3g., 38030990) 06b86~y- 
976 GQro SMeEmrg{3Mmbos HaMfdol 9H sMbA6db. mE 3mg9e~rqMo sm~mogymbos L-ybAeogd0, 
I78) DodZb{~mmdebs adgbb 0648)M79968)}er0 SmmMog\mbos, gvbbs3qjoM dom, HsbsdgMo bs3o39d0 
(337erobbImd MHds2,, L3dd32, MMbBISZ Asb8d9M b53339db). Lodgd0s86o0 b4536939d0b 89d063938d0 
30 g8O'}H 5 OOLGAG AIF QE Immogmbosb GmmHob 393d0%0 demoagho 3H sHob. sdob dobjbo 
bes agob LyboJgob 8M 3gbo, GMdgqma?3y qdosg%Qbos 4MgMH(3 Lodmgmabogob, aby holsdqm 
06158,-7996 89%] b653M39E. SMMageboolb g94JOrdob bobgGd~03 34M(39bd0, 3rg0~73HO CD 
RsbsdqHo abbHMAdI7GH7d0b SMmagmbas MI699%b9{d-096. Iora3zosb6gdom, 339 qHo sme~mog3mbool 
28393396 derdg39 064 4-d76 Heo Smmoy_mbool E539M%339, 483439 GMD boobHgQM7ber gs6bb- 
3939000: 0930086 g9E8Mbs Mds,0 AsbsdjGo b33939d0b LHhH7JG Hs, 493430 3oe~oy3mbojMHo 
9330 4930939801 633309, ababo 3950473696 qbobmb4H MMHIsg, bo3Mo3Z900e, boes(3 M039 
domo gHn0 LogMdaobss es M3~pdob QMobsOHo MI3ME76MdS 3430 (3(3 dosbodbb, Ged obs 
pboleb-yHo 453339605). 3, GS HJIS WOES, 3mg8er7VGo Agbogobas6 396bb35370m, Msea36 
1553939009 M_IL] Irsmffas, Isom Aj-qdemoso d93H0 ImagonbHmb Gso’yjemoab/d3qero (3030~@o- 
Gs(309d0b  3m30—-QHO HOse0(309d0b ‘Aqbsb7d. gk avbboyqoMgdom DbodZbqe~mmg06o09 ~jdZqge~r~gbo 
Ig6o3MBsdojMo Cs Agbsdq{Mo34~o (030M G09d0b 49dMbZ939d0, Loes(3 4930 See~rogy3mb- 
aM0 fobsdgMo b93Ms30 sMbgdmd—oo. 

SMOA3Mboab sbegdjho agosbH dob 3093 JgHoo gergqdgb0, fgdo Imwegmol dJobse@3Z0m, 
SHO 939@M9b] dbodZ6j~m3860 — Jqdq36gd0M0 qbsMo, M373 1376 sesdosb7dIe 33943936 (j30mb- 
306 esbds), 5393d0M7d 70 SMEmogmboy_G LoIm_Hsbosb, 7AM BAbGse, bodmgmob bsy- 
939MOI- AQLIMbLMM AM A{MMdsbosb, Zombgo-sob-ybob aoQZ@ob _mMdom. fg76o Smobydob 
GO3{bs@O 9493969808 93 gHO L630 Lobomdob 06 DgzAd~mos zombgob Cobds. dso Domo. 
pASHsO~gdqjeo® God3s6bgbs E5 mbmdIob. O-IZS 30 ds gbdom Asmo IGFZGmb|Ero sesdosbols 
093006390 ws LFMM sol-qjb dbo 439996. 9dg39ME, Sob-qjbob goQgdob ~jooHo g38Me~~ 7(3073MoE 
930M seEM|A~Mas, 30EM] zombgob wesldo. 

2011 Gab bog s6dshsnengdemer 3rbgMqbbq abeEmgndo dq Jq3mI39b], Gerd 1396ds boas6ds6s- 
Hegoce Lobsqdsd joes Fosbsmobeb b7968)gd0b dog gombg7d0b CEobds. 13760 LHsgerqdob 
Lob hgdo LG je76GQdb SkLGs3{erob, GmgmM joes pob-jbob 30mb37db, sdom fgq6 336930 dom 
3:69dM03 LOerdobdery{oM ]Mdsb E98, ~RxMer BQH {eC J9bOngZ6g7d0E@ Asdemgsmodjdab 63/3303, 


S630 derbsbH76980 sesdosbob g3IM~@aZosb9 Es J3g3°%9 — 
IMS39 bKJOSEMdOL GMM 0363d9EM%E3) sesdosbols Asdeyseadgdsdo 533 


ImMfaw~m dob 3obGo3moo. 

SmmM0A3Mboalb FsMImMIerdaolb sbsmo gv9bHQd9 94939 TJqgbo obgm bogombb, GmgZMa(399 
3mMdo3Z0M (933930. 37 9E360069, Md sPdmbs3~g]o sboob, sdqMo3q¢r%0 obweagE~Adabs Es 93)- 
BOsmagema 9d-M%0g,769d01b GFobs3%7dds RzMe seEM] wsaFygh Iqrhgygqergd9 30EM] g3Gmsqe~rqdds 
8 gebboyqjmMQd0m syAMozob Jerbsbeogerdsd Ed 3038HI7g, EMI smdrbs3~mg]n sbage~gd0, 
599M039M0 AbeEAgM|dO E5 S{bHMsmoage~m 98-H03,969d0 39(3009d0M HogerMgdsE ~JO~S CMs3eMs- 
3099676 g6ob ImMMdozam. sdob IQnmMEM~MMamajmo dobjbO 35Mas~e sHolb (Gbmdsa~o: EHmbosb 
JAMIE 64d 300 (338H5Z30 186E5M36 JOIdS (ObN37 4M{ZMGA’3 339M Smeragmbas). Hee7- 
Lo SHLId{~ COGBQ{MsH {Ob 3,95369E9, sMdegshaby, G-md sHbjdmdb bsdMedgd0, boowsbs;3 
Asbb, God sMdo300 (539330 HaMJJob 9% YofboMeE7ds sdqMO39CM0 ObeODg@d0b 3936 Hrdbs 
Ld SZbGHMscoage 96-403969db BmGob, OIG bogdsme@ BIoMos 393% sqMo34~ Bddo. 1990 
Fg Iobygmgdo dg woggbGsMa Agdy3gemgoob sommemmaoabsedo dodezbo~ bogmosdermaber 


30263 9M76(308b, 39 MAIS] CgdG0s GFs30g0mby Jobo ybogqMboHaGob (dd) Aghyggqegd0b 3s- 


HEMOZOOb 389M] (d 3890133093973. 30 Ad3989M] ws Jobob ogq{MabsgHob Igay3qegd0b 
S8HMEMZO0b LIgQo3MobG EmJGMG Boho Gobms6 (Sheree Reese) 7Hose LA sGo0(3 936949 


3mMdo300 6389%33%] Aabgemgdb GmmMob. gb obg939 boobBQMgbO sboe~mo byqQMoo. 

S6ms dobes 49396 smmoagmbool sbs~mo g5bM7d0b QHm, Agbsderms, y39~moby dbod- 
Z6jmmg306 bsfomb. 

M3HOd sbe76b Iqbo3o A396%q sbom EGds ByIJIGeEG9b? sesdos6-yjMo, g96bs3q4oM dom 
SmMMaWMbajHo bsgj6eEe IAqjbozob _38m~qQyoob Bzcggabelb 539633960, md Agbogsb bsde- 
Z0mse Agqdmos hgq6o obwCoz;0e@jsmmdob 4933~~s. ado sbHom, A396b H306do MH Lb3.eEsbb630 
30036953 SMM. gHHo — AQ ALE, sAhoqMo Es 3d JeEgmdsM]mdsdo A376 mMds~\Moeo 
330JOdM, {L390 wo Z8b-jbordm 30Mb3Z7db, ~egog {MIE 39bMEgZbgdm. Hgab6ol IgrM] deogo- 
93H9d3S MSZb oAZL ZHoGogqc~ Imdq6Hdo (SHdr~ob, dsmsemdob, LAoJoyGo ~WdgeyOgd0ls 
MOL). 38 IqrH] IegmdsGq{mdsdo A376 LO _mose gs6bb635379d-qjmse 30)(3930M, 9% A7g30d~a5 
30,0, gombg 0b wobds es JbMMMeE obbsoJH gdb, 6ds67d9db Cs Ingma xa qgob J4(3939db 
40393900, BAaMsE 44 g30bbegb, Msb 3s3g9mgb~wom (36—d0gM7d0b Dq?33~mo~ JIegmdsM]edsdo. 
J degmdsHJed5  38MZ8E8 (36mdo~Mo ysQyMMomdob Mdgd0b3 Cs DoMMme~mgoob obsmMo0~e»b, 
OIG 30 9% sHb9dOdb dobo s~Edbod3Z6qe~mo = HgMdobo. 99 Ierg~pbolb sebodgzbobsmg30b 4g 
3O938bOB HA7GdOLL ,,bomdsGo HMs6b0%, GMdq{~mo3 Hs6oss6 3d qj~msGqj~o beds. I-gbo3ob 
doj sesdos6zds0b LsdHdermer BMs6VGo Aqy306ob, Godobs ws HyzogZ0crob GqzgHdbgdob es 39%a30b 
838300 Asasc@omos 1893 Forb Bsdo~ob sGdor~s Gybamob Gobssmdeqg. 36939, bsdGdowr~er 
dobogqddo Fob3gmrob Gob 33960390 yY9G0b39(390 BIoMseE (39339395 Co ImgMosb. 3d deaer- 
IMQOd0b smFGgMab 4930 ob}mMos sMbgdmdb, jobemgbo GFoMbymob GAbM-boJomog3qe~mob 
ob EMMbsI3 30, MMEQbs3 3%9H0b393980 Lsdobgmo RHog~emdgdabas6 doyxbgdqje~ GH 3030eb 
5 3dberde696. 

ISMHOSMOS, Jb AegmdsMyeds, VIB _be, mdgdbs Ed L639 _7AbAG Gd jM Loyqo(309db 
9.303-doME7d9 Ed doMoMseEse I3d539(39b gb6gd9, 97 IxQMS, Gd 39 deEgmdsMymdol Fomdmdodys 
396380HMds Joemqdab dog Dga~mpdob jdqroAMpdabas6 goosMhgbob UyGZ0~mds. y3q~Msd_ 30(300, 
Hsme96 bedodos dy [beogq@mo, Mre@ bs dob 973396 LsdodHerg_d9 gd-4JHQb9. Jb degemdsMymds 
d469dM030 gseEsMhggZob 3H 3Zgbob ‘Ag7~eQZ0(399, Heg@gbs3 dS jbgdM030 gswesMhg30m dobes ob- 
Lob FHqd0b agQMsMJoob goesbsGowm|d9 E38 Bosdedsge~rmdob gsEsHhjbs MgZam dAqdnIFerg0Ms 


534 IMagv@o dogoes II 


IEAM d0b gvesMh7bsbq dbOTDZbj7~Mmgs60 grbes. (Y6mdogM7d0b 3d IeEgmdsMymdsdo bo3(3berg 
393936 93969] DooDZbg~mmgsbob Bqb4Q300b wo 1376 Ibs 39MM boG{r(73be~] f3g760 boggsmgmo 
Sb9d9d0b LoQ{mEbergb, Jgqgo6ob, AQ@mogosb v6 Gs0d9 L63s o~gsb DqZFoHmM. Iqjbo3zob, g06- 
LogqmM dom GOGI{rb’s E8 Smmo\mbojMb, I7-ydemos f3760 (bedagMAd0b 4d deEgZmdsM]-dsdo 
Royqbgds. sda 30Mse, mmo mboob sbergdjho 355bH9d9 BqQmobbImdb sHs AsMBer 8 evag}3er- 
Boob GsHdmderdob; ob sesdosbob g3mMe@yAQ300b3 ws Q3Me~A(307H0 BbLoJor~mmaaab dbod36qe%e396 
Logonbzdb573 gqewobbIodb. 


30G JH BOM! 0530530M%37MsE dobwos 8M3b0d6~M, babe, Gad Imbademjmo 39% oJ3960 
Fogbom. 04396 wesbgom 39360 Lb3re5bb635 Lozombo. gsbbo34onMQd0m, dobwes gsdmgy~ Fogbob 
BsGomo LobyMFmeqoam ,,36mdaqM7d0b dHdems*, GMIg@ma?3 967d LodGdmr~wr Lodm_mesl ws 
adsb, O77 MAOH (330@rob ob sbAmgb6qdob. 1968 GFgewb oQMJgndo I3Zbr{gGqQb0 JoMogqegd0bs 
Agbobqd Agdo gsderggerq30b Gqde@972, 9g L635 Ly{Megd0Ms(3 ~WsZ0bH {M]be0, g06bs3-4MJd0M 
599M0390 abeagmpdobs ws PHodghgmgdsob byrmgbgs0ms Es WbymagMgdom. A_bsdsdobse, 
oJ3960 Gogbob sd bsGorob Fozomb3ob Bodega, wogoF yg YoJSo GbmdagMmgdob, Iqbozobs wos 
Baer g69d01b 393d0M%]. 3O3C~M0E0, Md s989H0390~ abweag~m|ZdL — gbbs3-4nMJd0M, s9M0l ob~o- 
Jengol 34rbeom bog3comob bodegms. dal Gob obobo sbO7m 7de676 crsdo%, 303960, a3Mdber- 
dom sebs3b9, BAoMsE gsbdsMAhQs0m0 BobssMbob go~mdsb, MseE396 ob BgoJdbs bo33;eomobmsb 
80%0b30% yoRbolb dmdq68)do. 3930Jmd, gh LOM] 7393d0ME7d9 MI3Z76b AmbsbM7db_ my 
4g A7Wdero8 YZ9R37VO LodeqMosb AqZZe~mb sbMegbj60b boHobbo of, boes(3 Iqbo39 
390 bdGHZ0b LoIjoergqb59, 964) LoyQMERZbrol yoJoMo. 33 bog0mbb] Zo30JH] Hada BodgqihqHo 
39de3C0M Adal. goMgZs~mobFobjdoM, 7 HIdo_bs~@ sHbydam09 Ijbo39 GbmdagMQd0b HOs6bymH- 
8300LMgZ04 (abEM-djeEabs AMO LsdgsMerl 3-67393(305). 9396 Loy_samdeam obeogZa@yj>sComdals 
0933629] — 3R30JMmd, A396 gMobs ws 085376 39ddmbm. obeEM-djeobsqjM LsdyoMerdo I-jbo30 
8 69003699 23796905996 (H74HO_ 593 38300M7dNCO _BOJGmM_d09 — HMgMH3 bowo, HsJGmdMo30e0 
= sMbpzdsodob {mGdosbo 36 ~4Q93MMde AwaMmdsMymds. 4QRMMIO AwgmdsMymds sMob  ,,d-jeool 
d767d5%, SHbLAdMd0b Lsdm~mme degmdsHgImds — Agqbo sAbgzdmdob LboozWd3ZQ9mo. BqyAdeogdgeos 
Bobo sEFgMs Ed oMg{eErgds, Gd gb sHab ,,38Gag9@mo~ |{MGHIS. 432433, HsJGmdMogz0e, dols 
5]3b 3{mGdob, {MMdoM_dqj~mO sObgdmdob y3qmobsoMa 3B 76303~0, M3 sHob gb bodysHr, 
4mI996MG0(73 4396 33bm3gMrdom — A360 boeo sbHob yoJHQd0, SaMMdaM0 Jdq~mgd9b0, SMLIdmdob 
Ag960 80Gmdoma AqzaHdbqbo. By~Mmgbgd9 4d MOL AGmmHob boweob YAbJQZ0ob sbHymgdb, 9303- 
G0H7db_ 5 83-3 6—Eg7db doo. 

SVeEOLA WOH MQMMHOSdO bsydsG%os ,,(0350869" 8627 ,,b3d L677. SHbZdMd0b Lsdme~mom 
3MMdsb 34305 ,,a9bbo3mMbb7dqje~mo LbyAEro™, Gedgmal, Yy39~S BZOMdol do~dss, dsaA%sd s43b 
SE~ZdOb ¥3Zq9CMs {Meda 8mBqbQas~~ro. hgq6o sObymdob Agq7qjemgdM03 AMMdob 34308 _,,qds6- 
$G09M0 Lbz_{EmO™. SjEOLAAH HMQMMaSTO, b9Es(3 dsC0sh JbodZ67~mgS605 JQMMIE dd39d9, 
04396 ».Q9eseabsMa® GbogGQd0b GMM B{mMdoe@s6 IgmM]do. 3938s, 6376 y3qc~r36o0_,,bbo- 
3obs6o% Lbzqjemagda 386m. ob, M33 dso Bas IeamdsMqmdse doshbosm, M373 Ag7eoHs300b, 
3MMdOMAd0b, Bosambodsob VyqMms, smabodbyd9 HaMdobom ,,Q3dmdsob Lbzj~o™. gb bsbge~o 
JVrw@s adoGord, Ged y3Z9@msbsoGo by M3Z69d3 Losdegb6yds0b derdggh {mos — of mJ3960 y3ZgGero 
JgMdbrd09M%] MMHa86e GHag-Magmdon 3ybJRomboMg_db. gb sHab gsderdbs83qe~mmdob, g6qMZ001 
46390. 


S63~@0_ IorbsbHId930 sesdosbol g7gIM~@qQGQOdb8 Ed J4393°%] — 
IG 539 bBIOEMdob MMM M868d7EMHM37 sesdosbol Asderyseodgdsdo 535 


89 Zb9797dMEd 99 Y9390937MG], Zobs0~@s6 AxYI_MHs, M-Md BEMMgZbgb0 LoyMeEgbo FoMBomos, 
Ssesdosbob 80Mmdam deEgZmdsMy{mdsb GmHob FobbFoMmmdob FaMBomo ws BMs6b 3g 76h qmo 
G6edagM7d0b ZHoGogZyjero AweamdsM]eds, MeMgMG?3 04396 sMFgG@qn, 08,6 bobo. sedobs3- 
{HL Lsd4sMdo 3d MH JogmdsMymdsl s3mbGOrmmdb GVmdoqMgd0b Ag_derJdg~egs0m0 dome: 
dosgb7d9, Z0Bjsmobs303 C8 4396s. 833399, Abobo a99769696 d9%sb GbmdagMgd0b (oMoQer 
36 gobbo3Mb69d-4e JeEagMdsM]mdsdo Ambsygs6se, 96939 — f37yergdM030 JIeamdsMgmdob gyo- 
GOQLMgdabs Ed Bovambyzdsobogob. 

SEIMbIZM MOL SjeEabsqd0, dogsmomse, 09969d96 Loggemgboer bLog~mmdgmb. gb bogseredg- 
0 WAIVE AbGomose Imb roxmbayMos. dvaMsd Hodg®gerqdo, Imbemmpdo, (73907980 ws good-ybo 
IMBOMEAd0 (MMdI~|IO3 LoJoMOZqe@rOb’ AHEO~M|MAM/FHEAIMM|M wCsM|bAs6do (36-3Z%ed~6), 
S6G77dN6H FqemPog}mbjH Logsmmdgmb, Gemdgm doy Imdma~mos daMomseo, bsyMegj6o Serbo, 
BIoMIE, MHIIE sEqdq_mo I3433~r0M — ,,-9 (84g. ZM~Meo sheE7bb sdob eAdMbLAMs305b) 
dob bsGagmmdMag mdgMherb9ddo — Msbs73 1396 SmmogmboyMse 9 dogohby3m, od(39, Agdo 
SbHom, gb sbgs. Mommy {mo gb MdgMBebo sberyoM@Jd9 (36-d09M7d0b Lb3sEb635 deger- 
IsMJed5bor6. 

JabEMES Jb sbMHQd0 M4Zq96mZ0b 3sd7bosM9d069, MsEg96s(3 999%, MEd Msbs3 M4396 9d- 
3dm, dsmosh Kab Ed LFMMoas. 3H935brdm, Med sd9bq 493% 9%CJH. 

ILMMME (5Zddd8 9d, 4d LodIM_Ms sHs IMB _7bISMAdS (36 d09HQd9b 8Gdr~sb] 303%9- 
LoM7b0Go, sHsdJe s99M%039C% obeEa_{m|dbs Cs Hodgihgmgddo ob ambgdob go6Fdqbwol deoagmo 
Lod-joegds(389. SHH 3, Hodjhqemgob, Sqjeob gob ofg0 Goqj~wo HgmMoas (36-d09%7d9b9, 
7 430% bE‘ SbMMgb6zd0b L3reEsbb35 sb3IgdHob 3973-3 begds, go6Gd7beEs Lb3seosbb- 
35 bde-gZ860 Lbag6se~rqb00/3-35eM0%GI(300M, GI(3 AIJHMaSHAS AES BHQd0M Lobye~rGo_ ,,ds6HMs"™. 
IS6BMHQLE BAaHsE  36IEZ969896 d9H3Z39d0b396 IqQeaq6a~@o gvderdsbgdo~/gsdebImdon (sdobs 
939% 9bq (G6mdsoer0 dsgscmomo0s “Om Mani Padme Hum”). dsmo mgqmMoob msbsbdse@, mommyacro 
93433960 qderJd}{E9L (bmdagMQZd0b 39M 33qq~ ob3948 69. 

LS 3386573, AZ96L aggdb Z8dSZAMAdM, dobeSs segbodb (MseE386, 330JMed, 39 dodgb6- 
Gdo AMogqdqjmos), Ged sAabpddb sqm qmgdo, Gmdg{@mos LobodmqHer HMI:e07305 993°4d69d3 
95H 33090. 9HM-JHMO sbamos JoMorjmo GMIE0(308, OMdI7rGO3 JoMoggemgJd0 ~Vb39e@ oy969d96 
ISH 33K JOL. 9]qes6 gsderdwabsMy, doobgM7bjob, or sGbg9ddb Good MIMHos 96 My sHol 
SbLbo~m0 4d BAoMsE gsdery_bgdqeo dagMgd0b Sjbgd9 ~ws 9239)08)0. 

JobES 9439 939dHE, 4-d LodmgMs CwsezdbQdqjmos byjbmJ39b9; bjbmJ39 sHbygsom09 
g6Gdqbeab 33 34394640. sPderbs3m mab amaqdab BMs@0(303do sMbgdorsb Agra oQG00b 3%96- 
LID AH AHO BZOMHIs — Hydse@ YeEerds. 4939 39 boh-ydIGdo 4396 9% g09g3m mJ3960 gjermobG9- 
dobs es LaboJgob IobIg{6s. WjbOJZ9b 4396 LodjremgdseE oygbgdm; OMZMoM MJ376b L-jbOJgob, 
M98 HIZ70b gebzdob sodmHem 39909, BaErObIGIIM]mo gaJM do. dsobGQMg_bAOL, bodeg- 
Msdoiy_ Bddeay967d9 Oy 8H3 GOGHIQrO UybMJZ9 seEsdosbol CEsdsdDZ0E9dqEr, 306(3968)Ms(3001 
GqeMG7IG yd Lod-qjoemgdse. 0936869ddo, mdm |d0(3 DIZ0@0, Agg~y~HgdM03 8 BsSgMes Irboy3mb- 
M0 GodmgMpdos, d93030 93905 wJeab babmJgob Mohdbs ws Agemeosb. 


IsHos Eg bom baby 3OMB7-GQ9@o: Coe IseE~mdsh gobwom IM|3Z9~~M dogoesb7 IO 39- 
Z0Lm3Z0b, 30935bMdM, Zobs7dHEM I-qboZ9eMH SMMogebosbs Gs Ibm 39MHIrbosb]. orbyd 
JoMesbosl Gogboo (306 3b35 30439e70 J73000638?) ImPozo0M@7rjeo, 97 g8,0%0sM7dm hgdls 


536 IHa39@0 Isgoweo II 


Apbyegeegogob. 

1980-o360 GFeogdo’ sme~rob yo~addoab Pog {MboWaGob IsgobAOsGqoob 380639~ 330- 
Lg LHogmobsb, 80H 3q6~r b9dgbHHGo, Mrdqmbosy wCoG_G JOobs7bbq60 qjdMZq{d-~ws, 39E93F 930%] 
LgdgbGAO {mo bIdHEdob wsfgMo ser-sbeo~abolb Ijbo30%}]. 396(3303M 7dyErO Z0y930 99 g~ye~r- 
ByMob CMg_deE] BqdmMhgbo~ma LodeoeMam. d6ymo bomfdgqmos, MsGomd 06 gsdqar dob Agbobyd 
MObsdobob qbo3g7Mbo@EseE] 6-39 E97 ~obdesdo Aqbo3zse~mWGo J7360j9%9d9d0b HsyZqrGQab] 4 
Freasbo UFsgmob EH? IqmH\ ods jmbos obgd yoMesbosb jomb3s: Ms8od Imgmos6 seo- 
dosby60? (2011) 

S68 ISKL76E968, Gd GoM0Id0, 95-9 boyZ767do s6eEseaboyMo AqjbogsmyMHo gycreyoob 
303900 4.330938HO 5 CddSIOLZdGEMO sddmdos, GMI LodeEgMs 39MZ039 MgMM 3 Loy jcmobo- 
30, obg ambgdobmgz0b. dsdob smM@yqascros, 06939, MZ 3 gb3s6gn0, MMgZMM3 sbymo, 99% 
54 SHbZddo8 5 baMasdds, Mdqmay LHog@mrdeos Igbogob, Irwob, Iqe0(306sb, 3g boobs 
LS BZAmobsMosb, 3MHEMZ9do CEosssMbs 930d3360M%7d-{MO LodM_Mob Lymms. ab gembo3{h jm 
FjMEs, MQM les Io qqjeragz696 ws AmsyMmdmweby76 Lbz AML, Ms3b, 3oML ~s Msbdbe~m9d 
60939db. 

89 393M6o~r0 AJerbes obmsdyMo gs3{m bab Bqbsb7d 8MBJas~r09%], derg038M37 ~d 3d-jd- 
SEED 30E9(3 IMEOSMjMHO LAM AIG QMQd0n MMasbob7dqje~ bog} myjs bodmgMm7d%9. Id, Mobyord 
ag, 4-9 dogma 84mgMsd0b dsbdo~b] GMa Loy303 9 HJdq~ms smsbeEesmjbob boy3boem 
I=JLOZ9CO-MH BVM Q{MSbA? 3037 b33006%] 3bjbL A-rdsZerobmZOb 30/8398 CS 395300394 
49m9%9. 

Aqdo gsdr3r@omgdo@s6, bay 0M3d0 Ed Ieorggosbgb0m, ~obsdmbdo, Fog6%} ,,d-ybo39 ~s do- 
33308 AVTDSMdabsb sedmgshaby, Gd Aqbozob B7Jdbsdo 7Hm-JHMO 395%] woo Lomorgj~| 
JOgbjema BxyORbamgdss. DobLgZb, GgZ%4 08696 Iqbogmbydo by79%390, boax_ebodo 1990 
Fb, Gregqbs; 099390696 Agdogob s7bb6sm, Med d37mo o73E- AMhaZbsM sboer, baJbjoeonm 
8 Aerdbadzerger cmsddseEsb, Memdgqmbeoy 30349030M (393393696 Megabo qHmgbjemo oeqbsco- 
dob smbsbodbsw, bygZe@as6o Es 7X30960 o75E-b Dysemg~mgddo; ~7b mosbeEdsgMaob 86mdemgd9Qd0, 
AMIdj{M03 Lo7dHEdb obdQH BK] — 839~gMGO A36gMd dmbbagI~ IyboZObb]. gb Iqjbo3obo 
adqmpdqemo gobes A7GPygoGo bofdosherdso som@ys6qjHo ymbRerofdob EMmb, odob asdeo, God 
88% A_77Qdme oVZQrbmogoqhHo Iqbozob Aq7bHyemgdo, GsEg96 gb gH sEsH sMbydmdes. bsb- 
g@der030 seq bob sb dob dog% music straitjacket IegmIsHqmd380 asGs@grqeoo 4-5 Geools 
Aqdeq,, Ob woAsM=bes dZq0~, Hsbbergdom AgbsbOymgdgm LodmgMgdbs ws IGsg{oe~bdosb 
96393390 Fabogeb. 

89 9360069, M-md AjbogseMa aE AdAmdob Gq7QMdbqd0 Dgadmgdso wWsdMymmgdse 04739 
Hsgobyg3omo A7bOje~gdabsmgob. 

S65 dobes, G7ZMamszeb6on Igbsdg bogombo, Medqmoy gb9d9 393d0Gb qnbmd-qbo3er- 
Mogosbs ws Isb GmHob, Gsbs3 6396 ZqG megs IqempPogzqmByoqm, ob O3qjembqjoyeo o6 
Lodefoms on gebsoemgdob, gsdrdwabsM) ofowsb, ory Gmdgm Jgqgsbsdo v6 MJZ,0mbdo 3dy0- 
S00. sob-qjboldg7d9ed9 9q(3609Hds, AyboZo0b I33e—mg39Md9 Gs 39qp~sgg,d0, 306(; JHmgZbjy~o 
L5 BO6L6IZOMbsMjMHo ZobRymoJsqoob 349376 300b5 wo grEsKHob 36md~gd9dbq I~ydomdb, 
sto jes goqb3ob Aqbogzob wobsdaqjM djbZdob. 98d Cobsdog9by, gewmdse~myO dJogMsQ30-9e0 
IerdH8d7dL5 CS JOMgZbjmo LobE3ZMQd0b 9H9d{OQr~mdsb] HoJHobob, qjleEs 3939©m%M, by- 
M9bEs DqgZ0Q9b-M 393doM0 Aqbogzob sIHepo-74(9db, doo BqdIJIHQErqdLs Co Amd‘ISM|de—9db 


S630 derbsbHqb980 sesdosbolb gIMeqR3osbs ws JQg3°b9 — 
IG s39eMbIosE_ dob Gm~@o 863d7HM3Z7 sesdosbob Asderyseodqdsdo 537 


AmGob. doybyes30e@ adobs, Gd 4936 IgbaZ9eM4H 86 Ggbb, dsm BmGob, AVL _mpdmmdsbs 
O85 Losgs6ds6sm~~7d~Mer_ LoJdosberdsls gHemgZb-jemo abbAosqjQogdob IbsMeosk{Mo 943m, Igbogob 
99036099805 25MOsdSZ90—9 LoG~79(309ddo SAQae_dMo@ joes gsdm0g3ZC~M0eb ws Lobergsw@ergdsb 
3993366 48d 3367939004 4793980 Iqbozebs wes boerbls GmGob 393d0Mb). 

EOJL BsMgm@os, Ged qdQagb Gqdmb3939dd0, IqjbLoZsm Aho Es ImMmoho3400 Lbobm3Mgd0 
54 90063939. IbrQmoe 330m gdseEMmdobs Es sGdIrboob HgsmbsbMobom, CEEgb, Agbsdeoms, beor- 
G2MQHO gsb6gomnsMQd0bmg0b d60d3690—9M3Z960 smdMhbEg’ Iqbogob, gsb6bs3q4mMJd0m, QHmgZb-jy~o 
ALEdZ0E7IeM-JHO ES yrmgdhoqMo, LasAog 7% ws ~wabsdo3-4Ho s8mmag_mbojMo sHos4ho3ob 
F3e@mds, Bje9g9d0b g36%mgsE9d3 Ed LobmgasempabsmgZ0b doFerwgds. 


gb jes FyjOF3900d sebodbs, Mod GFobs gsdeob3~m7ddo IAMs30c~0 bsobSgMAbe sb-39- 
JHo g9de0339H9. g06bs374nMJd0m DbodgZ6q~mmgs603 SHmdemradob byeZ0b gqamby — gobsmge- 
MALGab7d}mMo3 OLAMMHoQmose Asdmgomoadg7dqeva MH 396663939d-jer0 — smdmbsgeyHo ~wo 
Ldbs3MjHO (3030070830 7d0b3M30b ~wsdsbsbosngd9eM0 bg~38, MmI{q~mMs JmMH0g,9d9, Bgodergds 
04G96 boeobgabom Mgdob LOQmose sboe~r ymbs_JbGdo go6bo~gob ods jerboe. 

Jg06sb 369 bbb Aqbo3Zab FoMdImImdob 4763673 gobOwom ob g4g7b%q IgG y39emg9db berber 
JoMesbost Gog,6do 306 3b35 30439070 093000635? Io sbo~o ~IQOEM|LO d08~0Mg,3303(3, 
99673, IMs38ce~0 Fogbo ws LA oGoss CEobsbymydqemo. Ig 3bag{MAd9da d93M0 8Hmdmgds~, 
M9j{e~Md Aqbsb7d_ 9.33093H7d0 DbMEMME 3o3MMjb7dL gederm]g0d76. LGOM]@ sbamos Iqbogob 
FHMdIMImrdob 3Mmde~rgd43. Lowa JoOngZq7er0 OLA MHomaMsgyo, 03369 yXogebod30mo FgM~ws, Jo- 
Haymo Igbogob ob{mMoob wosbsFyobo Sq_Myjbomsse Ieryqmo. 03039 Bgode~mgds omJgob, bo- 
Begsome@, badsabdoqmo Bseagaqmo Iygbogob boms379db]3. 9d bos399db] LoydsMo 30 Gg-yd- 
MgZdJ{mmo8 SoIMMgjbId0b 39M%]Jd9. 

836096, sHob CobgjObAd0, mdm |d073 39693°7936gd036 Bmaseo HQmMMoob — dDsgsmomse, 
RZomebegaab, s6mMAmsm~mmgoob ws 8.4. by3{MMOL, Es SoOMIeEse hgIGO, gs(30~@gd0M I98) beEedob 
0919697596, 20M] bogd{E 963-7dQ6h7d%] CsdgsMdQera 363478039. Sbyno Ibyxgemds, Agdo 
SbHOM, 3M JbOdZ67Emeg560, MIE396 Ob agedergZb Agbsdepsmmdob, hogh3eqn Inge bob 
SOLL, og4OMds3—@g9n 38Her3gbob Sqbgdob wo f3760 ab _M3IMAAHE(G00M AAZq39EMM, F3¢roa~mo 
0930836 Logombol 3543393°d0. obobo deoeEsH dobs~molb ade~gg3096 asbbyobomgob. 

830 0(7363b  3,969379369d9 3H. obs~r0 BQIGMRZbZ0b dog Iqbozob Fomdmdmdsby go- 
IerJgqg6gojm@mo 6sdMed7d0(3, Merde~rgd0(3 396g%derd76 dob dog ~wowo bool Fob wofygdqem 
336293904, M9073 g9doRabs baHZ0~m0 Coby qboob AmbsGom|os yyMseEmgds dodgd(308 3d 3Hmd- 
mgdabs daby-jyeo ob) 9%3Hq(89(300%). 

5309 49d adom, md o30 30M3ZIC~MO ager, 30673; Hs BMA Syb-j~, sMsdqe Ing~m soder- 
Logmgqog3gOmrdsqm gnbordqbogmm~mmgosdo (dsdob yooRo~ Lodgzrms 383d0M%G0 Isb YRO~3-~r- 
GOLA 035b 9d56E696), Sboe~ra IHmd~mpAdsHogob wsd-7I53969 ~wsoF ger. sbsy3og930b obGerbs30-46 
MIMMASK] LEsyMEbMdam, MMI{My IgboZsb doMoMIseEse@ LHs{~rmdes, GMgMG3 37V@reqmob 
(Music as culture), %99733b308 msgobo dobGs3ze@pscmob, wage Gybo RmmzemGobsAob 3ers- 
009% 36m3ab 338 E5339~ (Msg0b b8dHmdda Bes3dGo0b ImHgmc@mgos 336 3x 3093 


1926 Foawb esqeE- 40339 donm~mgoobs E38 BEs8IHob LHI {QoQ GH _S A7bGogesb), 
3043995 wsoGyr Agbogob g7@rqjmsdo IA7bGogers (Music in culture), AgdooGvbs Gabo 


3M BeMMMALBO39GO 3309306 3boJerr~merg.njHo (5 RomerbegoayHo ob3948Jd0, 39839%H-39 Jobo 
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HZ0MbsGagqMa, 34/309 sdEZ0mseE ob AMAL 308mMbjMH I_3bOgMI9E 5, Sd@_bI\G, woQSbereg3s 
LEobo3mjG gnbmdqjbogmmmgosb. 93Ger JgBa3, sers6 AqmMosdob dogh A7ZMO39b7d4e% Eo 
Jobodqbozme@mmgasdo bsyr3qmoso@e daeEgdyje Agbogob A7bGs3:e~ob mH s9Gse03dsb — Music 
as culture @s Music in culture, og0 sds9db dgbsdgs — Culture in music es g3msgbmdb, 
VGMAQE FAbo30d0 ~wsgabsbra/IqZabFs3;~mmm gjereyQM. 

LoJdg abs3, Gd BAGMZbZobsMg0b ,,.34CPGVHS 5 5%GMZ69d3, Wooog@amdol abom (th- 
rough) (Gmdqema73 g963oMmd_dqeros M3086 BHerdob, Bqdeq, 30 BQwrmyGob yGdq60m) 
Z0rabE9d5 abmbs309d0. VFMMAQE obAmbsy3ajMmdsdos AqjboZob IMsZ9e~mdIbMO3Z0 MaMyZdqje~rgAd0. 
VHmM|e@ Ab g865b63039db 1) Aqbogeb sGsd-qbo30b5356 Ed 2) LbZseEsbb3o B7rB Qoob Iqbogol 
= qMods6qnabsgs6. sfqrs6bss Lob A_I-q{Mo RoXZob ,,gqewhyms — 98bHeg69ds — obfmbs309 
39T 93980 wLsVdZ9dmmds". sdsdo IegmdsMgmdb Aq*Iroszsbqdqjeo Iqbsdg ssMseoogdab sbo. 

%993M3b30 smbodbs3b sesdosbolb Ldgbob gsesdFy398 Ga~b IqbozomyjHo sbMerg6gd0b 
Rsdegormnd d9do. 030 bsSbL qb3sdb, Med sesdosbolb Ld76s, qjR3Me 363478 jmse, gnbmbdInbs, 
gerggeo sesdosbob dxjbogsmyMo LAQGOL syAQyocgdgera Bqdsea76ge@os. 030 odeg3o William Al- 
laudin Mathieu-bs bogg3960b “The method of your knowing is the self” 30@0¢35%b — seosdosbols 
G6m3M 7504 Jgnme@o sHob ms35e sesdosbo — ,,dq6o Ldgbab Agnrme@a MZ0nMb bs", Gma—nGH3 
HHMmIMEMMgajMse docwosbo ,,n30nm6~ (anthropological whole “self’). adq6ob, Gmgra3 
sesdosbals dog LsdysMers Aq36mdobs ws Jobo 067)93HI7B)5(300b OOLAGAI_HOb 39(36emdagMQdo 
FoMdesea76b KAQMZb30b6 dog wowed Mybo Aq ybogHob, sboy3ag30b 06hbsG300b ogemook 
gr6Z0msM7dsb Es Blob, bobmgseEme@, sesdosbob dogh IqbozocqjHo oJho3mdob Ierog3o(309b. 

%99(33b30 06)63(305bM36 IXOEMMEO 4353d0M7dL 934903, Iqbogob Gsmdmdmdob mgmH- 
OdLI3. SIS ME HAL 33965339, AMIMOL sbHam, 763 der~Ms59M339 sesdos6b gModsdse@ dog(30 
domosbse (3bIK, 10-BusbresbMy l'yMOombATY, ObUI Bech aH cpasy UenoBexy Topopsijemy), 
993363073 BOJO-db, Hed Iqbogser4M seosdosbbsiy GHOdsds~@ dag38 I-ybogs~r7Mo 6/8 bs(300. 
dobsmgob boXoHer ayer Iqbogs 8309639 4339 YMRomage Iqboge Cs 8H M353 Gobs-d-ybo30 
(My3bIKa cpa3y JOJDKHa OblIa ObITh YK My3bIKOHM, a He TOM WIM HHO pe y-My3bIKOM). sd 3o- 
SMA GOL gobsdGM rose, g9MEs IydsmmeEGoabs, 030 0439ma9db GVbmdo~m JoMmgZ7~ gyo~e- 
Lagmbl, 89%3d IsdSMESTZ0~Mb, GmdI~ol MsbsbIse, ,,07 33943b, 339436 Incwosbse~ (“ec 
MMeeM, TO MMEeM I[eIHKOM”). 

IjboZ0b FoHIMImdob BAGErZbZob7 ye 306(393(305b, fgdo sbHom, 9330Ma3069db d-qbo- 
39827} LO8MMZOZOL M|MMS, MEd7~MIS(3 30M3Z7MSE gd0gmjGs 1986 Faw’ bofomngqemdo, 
MOYO g5dsMorgjem IMI39~bIos6Hrdobsedo dadegbog~r 3639976305], bo~oo(3 dsh FoMdmse- 
3063 AmbbAb7d9: ,,I-qbogsmqMo Cosemmgogob sGmd~gds: s6BogQmbos Es ~wos_mbos. ds»dob 
39derJgg9g6e Ibmrmme@ Idmzmg Mg baLQd0. Jobo gs~sd4VdoZqdemo BJ’ Go Iq360gMds ADqd~oga, 
Foog0Mbs 49693900, gobmdqjbo3gme~mgoob 930m34er bgdobsHb7 es 9d ImbLAZdOL FHaJbAo 
50d7XE5 30EgI3 abg~rob-4G g6obq (1993). Jobo LH {mo Z9MasbGo gsderJ3q96~eo 2006 Goewd, 
§0g630 From the World of the Oral Tradition: Notes in Use. 

Ajd0 sbGom, Agadergds oMgob, Gd 1986 Foewrb ImMexmddo Fozomb-yerds dobbj69dsd 
MMA b9 dbOTDZH{@eg860 Mma ApPbLO Ams JoOo-7H Ed, 330JOMd, 9Hs IsMBo Joon 
Jobodqbozmemmgasdo IGs39ebdos6erdob GFsOdIMImd0b HQmMaob hsdmyseodqosby. 1988 Foes 
arhbes geodq% assgsbodob BHods — M7LIMbLOM mo Lodmgmob Gm~@o AMs39erbdos6erdob 
Rsdemyoeadgdsdo. gk ayo GFroyho b9d93609% b3dGmdo, IwawsHa Asgscromgdom, Mmde~y]- 
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306, 33039698696 Ag7bImbLomob, s6 Cosmm@ob s64 yomb3s-39b-ybob (GmgmG@’3 (36 d0- 
cas, MmsnobyMse responded bodbs3b 35b-jbb) Agegas@e sHJgGo3Ijewo HBOGd-qjempdowes6 Ger- 
3M 008985 Sbsera obbsyaqMo LsdysHer ws Zoe WHO ~HM09%M393d0MJd0. asMsys6bodol 
Hs:dHmrdalb moMbzdob Ajseaqbes sHs bs3zqoM3 363933001 MmMagobsemeds — 030 LF mM e 
903236301 bsdMerdoe@s6 ImeGEoMES, s3dJ7©, IeowesMo gdI8oMoy~ Isbs~s, Mmdg{@ma(?3 9d _H|QE- 
Goo 8b Qro Gob Aqbsbo006s3z w_QIMbLAMoM dob GFsMIMs 3,769. LFMM]e sdodjed ho3m30- 
Cg A7bsdegdeose, 030 493378963 63760 76HMob’ dogh ImIbKsIE7dj~O Ed sIQhHOZqQe0 Nova 
Science Publishers-ob d09% 380398 Gog690 Echoes from Georgia: Seventeen Arguments 
on Georgian Polyphony (2010). 

99336301 94539 OLQOL gvaMdq~m dob FoMdese396b a0b9d yrMesbosb gHo-gHno doom 
Gog603 gob @5b38 304390 7300633? abo, g96sysbodol BHerdob Ibasgboe, LsbHeomdls 
%9d3-3b 301 dog Msg0b EMMb] Foderggbgdjeo 306(393(300M Cs dob sbergdyO 067 9M3M7—)o- 
G09b adeggo. MgMH 3 gk Job Lhgq309, 938M 3848 GH 06-397304% OIL 330539bmdb. 9d 
Fog6ob waga maMb7do obo399, Gd 0,0 bsabHgM_bO~@ o30Mb7d9, BqQo393b wae 063Mds(309b 

‘0 0 bsGowo O30 los6dob ay, 0 reareateaerel) Sosbb3s o6sdo, 
(80390 BsGorra) IMszI5~mbIosEMdab 353H39~9db B_b5b7d JLogmom L63zseEsbb39 Jgqg96d 
3HMMHO 97679 BjZesMAdom0 Ajbo3m~mmgoob AqnmMeEMmmgojM Ed 8HsJGo3-3e 9b3948)9db,3 
CII BsGog@oa). 938M 7635E dodsMosg shoermgogdb, bree HILAL qhmg30Mo 39see- 
Jb-y02d373 Sbsboomgdb. dogo~momse, odo’ wsbsdB)30(3989E, Md Q3IhM3jma Soe~mogmbool 
F9GdMdmds AmbmRMbo0@s6 3 Agadm@gdo dogohbamn 6MHds.E; Gmd 933973968 Mobs je~mo 
Jagd QdOngdqjros L639 g_ry_aqmo Ieogmpbgdob BqHZbgdobsb, 030 gombye~rmdb — 306 
463986 @dgb? Who Can Drink Milk? gmm@esboob dmo4gb Ig36ogMms 399-33093980b 396093,900, 
4MI7MOHS HNs6sbIsew, 93M3q~M 930 Hd_b 0M3,9d96 goMorgemgdgd0b 39M]7d9, Jsdob, MmeEgbs3 ogo 
IGF yobsGos syAMa3zgmpdabogob, 9.0. ab Gs mGdse~jha ws O769dH0Z05 AZHM8q~abmgob, oH 
S40b sbq039 sAMogqcrmobog0b. 

dbgn0 Ierqrmmebyema shsemmgagdam, gb Gog6o 89, SoMs3eEIe, syb- by mob qnbmd-ybo3me@~er- 
309M gkagdb dogmbgdb. gb shse~mmgos 30 dsb odobsmg0b gbsxoMegds, md (9g,300% 303% 93- 
4133370 HMOL SAO Dawgedals ~ysMagdqjemeds Lh3o34emB_eoqewo Iogemgbgdab DqggHobgdabsb. 

yo@eosbosb Gogbob TL msgo gdm369d3 sesdoshjm sJGo3mdqob — Lodegmsb, 3omb3qd0b 
Lobdb, SbMEgbqob, MosssMo3bo ws Jlsd~o-qmdob. ds3439, Jo~yjby~539e adobs, Mod 3d of8o30- 
d9d0E56 gombg dab wobdsb, 49 Coed HgIbAob’ IbrmmEeE 3933730, bogdome ImgOdse~mgojmo 
SE30MO qHImds, 938MGo dsb, Aqdo sbHom, gsbbsyqnMgdqje DodZ6gmedob shogXqob, Gs~oa06 
030 Gogbob bsmsyMdos gsdmBsbomo. 39% gZogrwmo, Md ymMeEsbos 3.MMds3e9d9 bs3°4n%03 
Los~ogob IMmrdogdsb (Ob sbom sderQs6sb 363 obsbs3)). 

LHeomM{@ sdsdo AeEAMIsSM]MdSL sMHbyd0m0 396463939d9 YrMesbosb Es %67dIQMRZb30b doe- 
3,00098do. 

Gogbob 33. 329-7 s3GmGHo shobgmgdb BIGOZbg0b 39 LHsHosb. og0 gaMsemgdsb sdsb- 
3009db AqboZ0~MWHO_ 08347, 4MZH 3 sHGX}Mboo-wCosymboolb FsGdImd4dbgEr 396~dq6%] 
Ed 3Mbodbs3b, Gd 39/3 gHHo Iqbo3mm~mmga 39% BsMyreyb od HoJGb, Ged shGag3mbos ~wos 
A_bIMb’oMosmo GFoAdIerse376b sImemag_erboyGo BMHsea300b gebqaynyqe@ GoGo. (“This is a 
fact that no musicologist would try to deny — antiphonal and responsorial is an integral part of 
the polyphonic tradition”.) dob, 3oJ8mdM38e@, Cas~ego’ Bqegqg0 sabHqM_LGsLE ws sHs M9390 
Lasgo’ 396mdq60. 
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SdL7HIE, YOMeEsbaosb dJow~gmds Cosmo’ sMmd~madobsedo shmMrsImmmgoyMos — dod- 
936— 398do dobo dobsbos gdsoMOAM 39d-(30~MI7d9b] WogHEbrdom wssbsdqomb, Mod 
3006304 wobds MEME swosdosbl A7Admos, Gsbsy GFoMIsdgd0m o3qmgqob 30e9(3- 

dobas6 39666353980m, %7dIQRMZb30b dow~amds woseomaobsedo yo~mbegoj7H-37bmdj7bme~mer- 
30%]M0~. 

JOOS OMJZ0b, Ged wCos~megob m9ds yro}a~ Lsd{mOMs 3934090 9H3 Oy Obg IMSqemosMjmo 
AYE. 4MZ0H3 (336-d0—M0 J9MNZ7IMO GRoMMbrg{ebo I7Msd IsdSMeEsdza~mo FaMEs, HoPsemofomy- 
Mo AggZado, Z6r5b0374G0_ 7b3m80Fdobsg56 38646353980M, sHs0r ss8d03b9db BrHob wos~mma’ 
S647 SKM Zab OM Z7MI3{OSb 3OdIM43E, 98d] Bogbo~@s6 Mygbo~s E83 363493ES sesdosbgdob 
SEMMZHFSb3 5 GHEdagQMZddL!, Mmdg~IO”3 gb sbHgd0 Bgodemgdmeos gohabaeray36q6. LGomMgco 
db9m EMEOb, G39 gb AQJodo IH 30Eg3 ~LsbgM|yera 9H ager, %gd733b3038 dobmgob Agqqmo 
Bs6{MHOM — {bIHISbsH, QsoMsAJboe, BorrerbegayO mGqMs84Msb7 woyMebmdom, MgZse~r- 
Gsogmng FoMdmshabs, md waserego Msg9e@ ymRagM7d0b Imenbo, jnagMomdal <yoagqMboe~- 
JMO 3OMGIS Ed Y37M99M0 RM EZbErob AjeEdOZ0 deEgmdsM]mds3; Med ¥3q0~9R]Ob ~wosmergo™Ho 
LAGI QMS ofgb — gob, cKHmgbqbob, QHmoqMomdsl, ImEzeFgmdsl ws 3.02 

030 avbbos3zq7oM{djm Dhodgzbgrmmdel shokqob Cos~m@al beyosmqje ob3g4hb, dob Gow 
sesdosbob g3mMmq(309d0 ws 8d HZI~bobGobom, Jobo MIMMos s8oM@s380% gbdOs67d9 3960 
IMa30~@o Dsgo~@ab MgQdsb. dolo37 sbHom, IMsg5@bdosbrdob 3Hmdmg_ds IAXoCEHME sHob ~ws- 
393d0%97d-3er0, LobrgsEmE, IqbogmqjGHo sbHegbq60b GoMImIrdobs es ’sq 30930306, ~4936~ 
99403, gobmanbjbob SMmdgemadsbosb. sdGog0e, 0. KZGEMZbLZOb IyboZ9e~ Ho ~wosmeaogob 
30283933309, edg@0(3 486 80M37~MdS Cssd77d53d IybogsCMAM 9q(3609%9d9d0 Ra~mMebegoabs ~wos 
Josmdq(36ogMQd0b  339C5339~, fgda sbGom, dsmoash bsymeRaghMa smdmhbes sd sMedgogdqd0b 
Lo 33er938~, 9BI3 IQAY{q~r gob, O-76eI73 0. JOMeEsbosb Gogbo 306 @5b3s 304390~M0 J7j00b35?, 
4999/3, 1396 EEA’ 3bo4dMmdo. 

80, gk ager dergemgm, Haba 39509%7d3(3 JabeEmeEs WMggZs6~@Ima IMa3z9~r0 dogo~@ob dmbs- 


Fomgqdabagob. 


99326 d009930—I5 Cossdoho, Gmd doe~ash dbodZbg~memgsbos o. yrMesbosb IobsbHyd9 
Le(303~7Ho AMoZ9erbdosbrdob 3Ob9dmds%q, Md373, Jobo sbHom, gs@s8Mosmgds JIeosbeobs 
Jqnbeod-qjbo3mcmmganm 93609 769d0 — docmos6 39360 3Hmdemrgqds, GmdI~ol sbl6s dsbsdey Og- 
jdemgogmo ago, 3d HgmMoob Fysmmdonm, EMAL Dgbsdegdqera gobeEs. dso BmMob, geodq% 
goMsgsbadab deobsbM 79 bsJsMn39@medo qbobebjMHo BLO Amgdob 3H3JGo30b sHbyzdodob Jgb- 
5698. gh LGM) be go.mjHo IMsZ0ebdoshmdob J7hHad AMHdIs gsbe~mo3o. 


dey —H539MAMQbO: Iq AqboZob sMJqrErmgo gobers39MM ws sdoGeod Me b39880373Ose 
380  g06Gymdomoa gnbmaMsqojmo Imbs3gdQd0bs@do. gobmgMsy309 ob9 MMdse 39% dJogwol 
abAMMasSdo, MMAQMHy sMJgre~mmaos. dsgsmonse, Msde 760d) Fook Gob sMJgmemmads, &xyd- 
abaqbob bag{MboAJGob (g,9Mds6os) 86M3z7bMMdIS 3bs6Gds, gsnbHqd0b Bqe7a8e sedmshobs 
40 000 Fream CEomsMamgdqjmo Iqbozs~jHo obbLGM AIG Bo. gb sHob 933900 3d bodo- 
ZObols ashg6ob bsbs. 8der Lodsoqgbbo 93%M39do mMggZs6Gob (bIQGMOSd-4s KEZ0b sederbs3egqmo) 
393600 8930030036 Irgo@s. bsbsdI Loy_Msbaqnmbs ws gb3s6gnb dosG'3e696, sesdosbob 9d 
Lobymdob FsHdedse3,96097d0 dedMsedE676 ~wxbsob ~wsbs3e~g]n bsbssoMmb g9b93H03, bodbMIm 


S69—~0_ 9e1b5%H7d930 sesdosbob Q3RME@-q308bs Ed JQ93°%] — 
IM5Z9—~OBIOSHMdOb Ger~o M8639j}E4M39 sesdosbols Bsdeyser0d7b0do0 54] 


3jOdsbools go3~moam. 3mbsbHIs gombsMs gsdedgsdqe~o jerdob (g9Mds60s) Isbeomd~mse ws 
sdmshabs waged hoo RZMo0bas6 ws dsderbGob gdgZoba06 wsdbseEg7dyeo Remgoiyqd0. abobo 
39M39E Ag E8d70537d4~MO Ed JsMb] Dgbsdegdqema ayer daqMsmMagab 533M. G39 sbgam 
9o65(3909db  3R3¢rMdM, 1396 Agagzodmas 3939390MM 5b3369d0. bbgsm0 Boob, 979360 33006- 
e900 bsbal dgemob Hemgnqd0_ bsImgbos Loy_Msbaqmbs ~ws gb3sbqmdo3, GMgZM%(3 CExybso~w@sb 
JogMoMH dob 335Mob CseskhMydo. 


3982038 bGr03M389 sMfgremaajho sH9R30,)gd0b dbodZbq~mmdsbos6 (3393d0M 7d0m, 
Asgosmomse JeooGsbs (396}OI7MH Io39EMbosTdA sMJgmmmgajmo goHObMgdobsb sedeohyba~o 
6000 Froo GHaojemo Hyogahs. 020 389939 3863. WMsQ96 woQGegbzo0b, obgb30b dogh 
SMOIMQS ACD SMHobsbs wes Lyersogb qjoagqMboA Gob IgbogverqHo BoErmgbqd0b Ho zje~mBgdob 
BMseOa30 eo Aqjbo300jMHO_L93939d0b (759MGBsd7HG ob 36MA7bMML. MI@3.96 bo3MogZ0 39M|s00 
A_bsb-jemo Ed Bqb960dbs3 degmdsMymdsdo ager, 436 AMsgZ0~o 3-6(39M Ho fHooGsMs wo Ibsdgbqev- 
Job gv036 gb <qdgqemgbo ob6b8M-jdQb Go. dq odo MJds dobwos, Md M39 9d 3989s bogMsg0b 
Hadbog79 Eo ysMggbyee Jgbodeegdmmdgds Fomoeggoas, 030 ogg76gIms sgOQmbymr gegmos- 
EOddb. gb jyZ06sb36j9er0 LBL qbysdeo Lo3@og0b jdZ7E@gb Isg0j% wobodbyergoob, SsqjMembo 
Inge FsMHImeEs jbo shogxqdes joogqMbsm7H J_egMsemdsb, E8, OI35, Begodeb by~ bsdo 
350 84rbos, ob sbxMbzdeE0 Isbb] sqyMQMgd0bs Lb3sEsbb3o dagMsMMagQ0 ~ws Agcemeagdo 
ToQ\{momb Lb3se5bb3o 3qobowosb. LFmM{eE SqjMeEmbo og{b7de5 doge~m Lo3%(37b ~ws Jdbo~s 9d 
SHJQmmgajGa bo3@sgo0b qbog7QMboemjM Ed goomdsemjH asbberdompdob. ImM~mogebaobs wos 
sjMembol dbodZbj~mmdob bstasbdom, J9 dobwes, 3mJ39, ed 6000 Fram wPsMsMamg|dymo 
gb 039m gbo b53Go30 LOQmyngomse bobJOmbob7dye~r0 IbM~ME sqjHeEMbol JgHMm0 Hrmbom, 
sob adob eEsbsjHo, GMI sImMmagmbos yo3zgmomg3ob ager sesdos6yzdsob Mganasderbsgob bo- 
Ayoegds. 868MHGo M]376 BgZ0d~mosn aba~rmM DoszqreEmboyMa FHo_mo HRegohob byjMsmo, 


ZoOSMQdQMO CMHsQ96 won Segb3ob dogm. 


3e9 £9839MA M760: MMgQMG3 bbb, EH. LAmozmgzob Ibgw@3Z79~@mMdsdo S4obes d3emob Hemgoee, 
49903 G9dmg6o9 HHEDMM-LEdbs3~~Mg{M Loeomgqbosdo Es gsbosgbzdqjemos abi) g%b78)do bgs6- 
LIMHsmyjM bob “Divje Babe” (g9ejHa Jo~o — segoc~mob Lobg~o). sHJgmeoma, 396 
GH{MO30b6 Bog 1995 Fob gsderdgqy6qo-qeoo gb 9d8330 smosMqd-qmo of6s, 4MAMH3 qeowegbo 
SOdeh 763, GmdIGMA’?S seEsbsjMPeEs, Gd HgsbeEq_MBsemgera sesdosbo 73M3e@9 Iqjbo3ob. do- 
3039 dolo 336336s@0 jombgzob 439d wssg7bs Msdeqbodg sHJgmemmgds. 3Ms6hgb3ge e’gGo30d 
3763, Gd HAG3Z0b dgs~r0, Agbsdemgdgmos, g9deorJgsd-jqmob womg3ob dagh aymb gob6gMg8a~o. 
30d ,g0dq~mob esmgob 3d0m~g7db_ BmGob dIsbdo~ro ~qAmmegdss dahHanse bsb3gMAhqob_ Beomol 
Isbdo~mgdb, La~me d3seb] bsdmgb6os wsMgob MAMbobL 339~m0. Gmga]7hMa sHJgm~mmgo ~wsMF- 
I767dqeM0s, Ed Ab dg0~mo Hemgo@yoo. 


00-9693 yoMesbasd s60dbs, Med Iq 36ogMQd0b LbZseO5bb39 (9MAqdb, 3961663539dy4¢r0 dowo- 
3210980 sbsbosmgdm. Gsb45330M3ZIKmMO9, SHJgremagdo, qsoMgZqc~rmgb_ yrgmoabs, agoobMadob Bqe9- 
Boe der3e037d- eM derb3(39d9db gyMeEbrdosb. A396 a30J3b Hod@qd0, Gmdgmos B7bFog@ol A7deq9, 
307 gqdM door a68)9M3M QB OM 7ddb Ed 38d3H]3900 f376b dorb5bM7d9db 4d EJB gdb Aq7bobyd. gb 
9erb68%H7d960 Sod8erhJ8)4Mo0s, 39339 bdoMs@, obobo g3obbb6osb god{qdb ws g30dm~mg396 obse~o 
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0913369304 g939ng9d0b Lodjomgdob. 


LdbsM {Mb Fodgzs6do Ise@~mds goes yj bses IMZ30~o Isgoeob IAmbsGFo~y|gdb 
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' sdob Aqbsbg7d ob. 89GId AdSHESDZ0~@OL Fog6do ,,boy7dM7b0_ Hoe~rmbegosbj* (mso~obo, 1992: 7-9). 


2 ob. Gog6do: 3emyoBsckui VW. My3pikanbuas AvanoruKa//3amMetTKn BipoK. Canxt-Ietepoypr, 2006: 167. 
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New Thinking about Evolution and Expressive Behavior — 
Polyphony as Part of What and How We Have Become 543 


SPEAKER: RUSUDAN TSURTSUMIA 


Rusudan Tsurtsumia greeted the audience and read the letter left by Prof. dieter Christensen — the 
author of the idea for holding this round Table; he was supposed to be speaker of the session and was going 
to briefly remind the audience the history of the study of this issue, but sadly, due to health problem he had 
to leave Tbilisi. As he mentioned the proposal of the theme was inspired by Joseph Jordania’s recently 
published book “Who Asked The First Question?” this is why it is natural that the speaker passed the first 


word to Joseph Jordania. 


Joseph Jordania: I want to remind our colleagues about the idea of the development of contempo- 
rary science we all probably heard in scholarly discussions. According to this idea contemporary scholars 
solved all the big problems, and only minor details are left to work out. Of course, we are at the beginning of 
the 21st century, and it is natural we feel this is the highest point of development of human civilization and 
human nature, but we should not forget, that the feeling was the same in the beginning of the 20th century, 
19th century, and earlier. Basically, in every period of history there was a feeling that human knowledge 
reached the highest point it can ever reach. This is a fallacy, and we should never forget, that in 22nd or 
23rd century our 21st century level of knowledge will seem as incomplete, as 19th or beginning of the 20th 
century knowledge seems to us today. 

We should never lose the ability of unbiased appreciation of new ideas, even if they are completely 
unacceptable from the point of the old paradigms. Our views on the origins of polyphony had very strong 
paradigm. It was believed that polyphony is a later cultural invention, after the countless millennia of sing- 
ing in monophony. The belief in this postulate was so strong, that it was considered to be an axiom, and 
axioms, as we know, do not need any proof. 

In the last few years a new type of thinking emerged. According to this new thinking, polyphony was 
not a late cultural invention. Instead it was a initial musical tradition, that first humans took from African 
continent. Of course, as representative of this idea, I can speak mostly about my own research, but I must 
mention that there is another scholar, Dr. Victor Grauer from USA, who also believes that the first musical 
traditions that humans took from Africa, was polyphonic. There are differences in our approach as well. 
Grauer places his model within the so called “Recent African hypothesis” and for him first humans came 
out of Africa about 100 000 years ago. According to this hypothesis all the earlier forms of early hominids 
(Neanderthals, homo Georgicus, Sinantrhopus) were all replaced by the newcomer from Africa. Grauer 
explains the absence of polyphony in many areas by the Toba catastrophe some 70 000 years ago. 

My model is based on another hypothesis, known as “Multiregional Hypothesis”, which states the 
continuity of many earlier forms of hominids and early humans, considers that our ancestors were already 
humans when they came out from Africa about 2 million years ago. So for me human polyphony was not 
a cultural invention, but an important element of survival mechanism against predators and other human 
groups. So for me the age of polyphony is as old as the age of archaic Homo Sapiens, about 2 million years. 
Also, in my model the uneven distribution of polyphony and monophony is connected to the shift to the 
articulated speech. According to my model, polyphony lost its primary role as the center of human social 
connections and communication after the appearance of speech, and as a result, polyphonic traditions all 
over the world are slowly disappearing. In my 2006 book Who Asked the First Question? | gave many 
examples from all over the world of polyphonic traditions gradually weakening and disappearing, and after 
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2006 I learned many other polyphonic traditions that have disappeared. At the same time, I can not find a 
single example of any polyphonic tradition that naturally came out from a monophonic tradition. 

Very interesting is the relationship between vocal and instrumental polyphony. In traditions where vo- 
cal polyphony is very strong (for example, among pygmies) there is hardly any instrumental polyphony. As 
vocal polyphony weakens, instrumental polyphony becomes more important, particularly the polyphony 
of blown instruments (I mean the double, triple, quadruple blown instruments). This link between vocal 
and instrumental polyphony is not as strong when we think of string instruments. The reason must be 
the process of breathing, central to both singing and playing blown instruments. In the long process of 
disappearance of polyphony, both vocal and blown instrumental polyphony co-exist. Later, when vocal 
polyphony is lost, instrumental polyphony follows as well, but with an interesting difference: at the begin- 
ning the structure of double blown instrument survives, but instead of polyphonic double instruments, they 
become unison double instruments, where both pipes are of the same length and with the same numbler 
of the holes (suggesting these are unison instruments). And of course, as musical instruments can survive, 
unlike vocal music, these instreumtns can tell us about the vocal traditions of the past civilizations. This is 
particularly important in case of ancient Mesopotamian and Mesoamerican civilizations, where we have 
many polyphonic blown instruments. 

Another element of new thinking about polyphony is that according to my model, the most important 
cognitive achievement that made us human (asking questions) was also connected to the polyphonic singing, 
more precisely, the ubiquitous responsorial form of singing, with question-answer form of exchange. No oth- 
er species on our planet is able to ask questions, including “educated” chimpanzees and bonoboes. Although 
they do understand questions of their human trainers and answer them correctly. So the ability to answer 
questions is evolutionarily much earlier, than asking questions. At an educational congress in India in 2011 
I proposed that in our educational system we should encourage students to ask questions, not only to teach 
them how to answer questions. With our educational system, aimed to teach students how to answer ques- 
tions, we kill student’s natural curiosity, and teach them obedience, instead of raising more creative thinkers. 

The new thinking about the origins of polyphony also touched such a problem as stuttering. As I pro- 
posed that the ancestors of the East Asian, American Indian and Australian Aboriginal populations shifted 
to speech earlier than European and particularly African populations, I proposed that East Asian, American 
Indian, and Australian Aboriginal populations should have much less stuttering. The methodological reason 
for this is well known: at time goes, stuttering is gradually disappearing (very much like vocal polyphony 
which is also gradually disappearing). When I checked the existing literature, I found that there are works 
indicating that stuttering is almost non-existent in many American Indian tribes, and among Australian 
Aborigines, and stuttering is extremely high in many African tribes. I attended the international conference 
on speech pathology in 1990 in Moscow, had lecture on this subject at the dept of speech pathology at Kean 
University (USA), and even did a research and published an article on stuttering among Chinese together 
with a professional speech pathologist from Kean University, Dr. Sheree Reese. This is an exciting new 
field as well. 

Now I would like to touch upon possibly the most important part of the new thinking about po- 
lyphony. Why music affects us emotionally so profoundly? Researching the evolutionary origins of human 
music, and particularly polyphonic choral music, I came to the conclusion that music can literally change 
our personality. I proposed that we all have two separate personalities in our brain. One of them is active 
most of the time, and in this state we can all think normally, ask and answer questions, think logically. The 
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second state of mind makes appearance only when there 1s a critical for survival moment (in battle situa- 
tion, violent attack, natural disasters). In this other, or altered state of our consciousness we behave totally 
differently: we can not think logically, we can not ask questions, we can only follow our instincts, or the or- 
ders, or the behavior of the whole group, and often we do not remember what we did in this altered state of 
consciousness. This state was well known from the history of human wars and even mythology, although it 
did not have a term connected to it. I suggested for this phenomenon the term “Battle Trance” and the term 
is gradually becoming popular. Shamil’s fight against Russians in 1839 gives us a very clear example of 
music putting people in a battle trance, losing fear and sensitivity to pain. The same way, American soldiers 
often dance and sing together before going to the combat missions. There are many stories about this state, 
even from the recent Russian-Georgian war, when soldiers did not feel any pain from the horrible wounds. 
Although this state is mostly connected to wars and other extremal situations and involves mostly 
men, I believe that the origins of this state was the female desire to save their offspring from danger. We all 
know how dangerous are mother animals when there is a danger to their cubs. This state was also a result of 
the forces of natural selection, when natural selection redistributed the hierarchy of instincts so that survival 
of the offspring became more important that own survival for mammalian females. In this state of mind our 
life is not the most important thing we have, and we are ready to sacrifice our life for our loved ones, for our 
country, for our religion, or for some other ideas. And music, particularly, rhythmic and polyphonic music, 
can put us in this state of mind. 
So, the new thinking about polyphony involves not only the origins of polyphony. It involves some 
very important questions of human evolutionary history and evolutionary psychology. 


Peter Gold: I'd like to start by saying that I was fascinated by your book, Joseph. You’ ve brought up 
many different issues. I particularly took note of your section on the “battle of consciousness”, regarding 
the battle song and how it lead to a change in mind. Now, since my research in 1968 among Georgians in 
Turkey, I went on to other areas of inquiry — and those other areas included, particularly, the arts and spiri- 
tuality of Native America and Tibet. Accordingly, I started thinking about the nature of mind in relation to 
music and the arts from reading that section of your book. 

I considered that Native Americans — particularly the Plains Indians — had a death song. When they 
would go into battle they would sing a beautiful, piercing, heartfelt chant which often was expository as it 
was created right at the moment of facing death. And I think that it was similar to what you were talking 
about the ability of the group song to change the quality of mind, where music is an expression, in fact an 
agent of life. And I also got to thinking because of my Tibetan experience, how music is an essential part in 
the transformation of consciousness (which is a concept used in the Indo-Buddhist world). You were talk- 
ing about change in personality — I think we’re saying the same thing. In the Indo-Buddhist world, music 
and art are fundamental agents linking - as a bridge, actually — the formed and formless states of existence. 
The formless state is the “buddha nature”, the ultimate state of existence beyond all description — lying at 
the foundation of our existence. It is without any description and is considered “empty” of all form. But 
it’s actually full of all potential for form, expression and meaning to arise. It is the ultimate potential. And, 
then, there is the formed state, the formed existence, which is this world in which we live — our common- 
sense thoughts, our conventional actions, our conventional sense of existence. The arts become the bridge 


between these two, linking and vitalizing them. 
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Buddhist theory talks about the “Trikaya” (if I may get a little technical for a moment), meaning the 
“Three Bodies”. The ultimate state of existence is called the “Enlightenment Body”, which is beyond all 
forms but full of potential for all forms to arise. Our ordinary state of existence is called the “Emanation 
Body”. In Buddhist theory, where rebirth is very important, you “emanate” into a new form from one life- 
time to the next. Thus, we all are emanation bodies. What they consider to be the middle state, which is the 
realm of meditation, the realm of ideation, the realm of inspiration, is termed the “Enjoyment Body”. It’s 
so named because all the arts are enjoyable — where your sensory organs are aligned and operating. This is 
the realm of expressivity, of energy. 

Well, the reason I am going into all of this is because I believe that the arts are the fulcrum, the balanc- 
ing point between one’s conventional state as you, Dr. Jordania, have described it, and this critical state of 
transcendent consciousness. In the Eastern World these two states are controlled by the creative power of 
the mind: inspiration, visualization and sound. So, they actually use sound to bring the consciousness into 
this empty or enlightened state. But they also use it to vitalize and inspire the ordinary state. 

Eastern Buddhists use, for example, sacred chant. Now for the most part, the chant is monophonic. 
But, in the Tibetan, the Mongolian, the Tuvan and Kalmuk Mongols (who are just north of here [the Re- 
public of Georgia], north of Daghestan), they intone multiphonic chant, which consists of breaking up the 
basic, fundamental tone — often a deeply chanted “Om” (Gold demonstrates this by singing) into its partial 
overtones — which we didn’t talk about as being polyphony — whereas I believe it is. And, each of these 
overtones is associated with a different state of consciousness. 

So, I wanted to share these ideas with you and provide this perspective, because I do believe what 
you're saying is very accurate and right on point. And, I would tentatively offer that we expand on this 
understanding of the shifting states of consciousness through music. 

I would just like to add that not only is singing a means of enhancing the focus of mind for battle, but 
in Native America and certainly in Tibet, it’s a means of powerfully clearing the mind. Indeed, Tibetans, 
Buddhists have a complex theory of the nature of mind, and how different aspects of mind are vitalized, 
clarified, by different vocalizations, which they collectively call “Mantra”. Mantras, which are often vo- 
calized as evocations (the most famous example being “Om Mani Padme Hum’), are composed of “seed 
syllables”. Each syllable exerts, according to the theory, an effect on some aspect of the consciousness. 

And, as long as we are putting ideas out on the table, I wanted to mention (since it seems relevant at 
this moment) that there are certain cultures whose singing traditions are founded strongly on what I would 
consider to be seed syllables. One of these is the Georgian, a vital tradition in which Georgians make exten- 
sive use of vocables. This leads me to wonder whether there has been developed any explanation or theory 
regarding the character or effect, of these often used Georgian vocables. 

I would here add that, at the basis of singing is breathing. And breath is essential in this process of 
developing holiness. In the yogic traditions of the East you have a fundamental form of meditation where 
you sit in silence. But in such silence you’re not assaulted by the experience of hearing your heartbeat and 
hearing your breath. You actually use your breath as a tool. You count your breath in order to keep your 
mind focused away from extraneous thoughts, disturbing thoughts. So, I would wonder if in singing the 
breath is utilized in a rhythmic manner so as to focus and calm the person. In lullabies, where you have 
quiet, usually acapella monophonic singing, the child gets into the rhythm of the breathing of the mother as 
well as into the flow of melody. 
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Maria de Sao Jose Corte-Real: Grateful for the invitation to the closing roundtable on New think- 
ing about expressive behavior — polyphony as part of what and how we have become, of this rather inter- 
esting and complete Sixth International Symposium on Traditional Polyphony, I propose a reflection on 
transnational concern, music polyphony and world harmony. For that, and motivated by Joseph Jordania’s 
drive for first questions (2006, Who Asked the First Question?) I organize my participation, following an 
early doubt, as challenge, obstacle and proposal thoughts. 

In the first semester of my MA program in Ethnomusicology at Columbia University, led by Dieter 
Christensen, in the late 1980s I decided to do a term paper on the music of Al-Andalus. I was so astonished 
by the historic richness and current remnants of such culture that I did not think on what puzzles me now. 
Why did not I hear about that during my four years program on Musical Sciences at the Universidade Nova 
de Lisboa in Portugal? It is indeed a challenge to think about that. And another Jordania’s question: Why 
do people sing? (2011). It comes to mind now, because I remember having discovered then that Ziryab, the 
early expert and founder of the Andalusian music culture in the 9" century, mentioned that singing is good 
for body and mind. Portugal did not exist as such yet as also Spain, and Ziryab, working on music, fashion, 
medicine, poetry and gastronomy founded an accompanied singing school in Cordoba. And he wrote about 
how to behave and how to deal with the body, head, mouth and the accompanying music instruments to sing 
efficiently. I had heard about the Islamic influence on Portugal, and I even found and worked on rural songs 
organized around modal structures remnants of more than one maqam. Why then, neither a word about the 
splendorous music culture of Al-Andalus in the entire program? 

I leave the first point as a challenging question for future thought, and I follow to the second, the 
obstacle. Also from my experience, back in New York and lately in Lisbon while editing my volume on 
Music and Migration [Corte-Real, (ed., 2010) Music and Migration, Special issue Migragdes], 1 found 
that one of the sharpest embarrassments for own music production, or even own fruition in some migrant 
cases, is the national belonging. I recall how embarrassed the musicians were in Newark, New Jersey in 
1990, when they tried to explain me that they preferred the old fado than the new and sexy and captivating 
lambada they were dancing like crazy followers in the midst of the sad and jealous fados they were singing 
to celebrate their national identity. Or the problems Dan Lundberg describes about Ismet, the Bosnian 
musician in Sweden, that had to suddenly stop playing during the Balkan conflict, because he could not 
play Yugoslavian music anymore, the nation disappeared. After a long silence he passed four or five years 
in what he called a music straitjacket carefully recapturing his old repertoire. of accompanied songs and 
multipart dance music. 

Having mentioned how national identity feelings may work as an obstacle for free music performance 
or fruition, my third point for thought has to do with the relationship between ethnomusicology and what 
we call multicultural, intercultural, citizenship or civic education depending on in which country or world 
region are we working. Those of us, responsible scientists, music researchers and educators, who work 
to help to preventing and solving national and transnational conflicts, should stress the fluid and dynamic 
character of the music phenomenon. Thinking about this fluidity and dynamism, the global migratory 
movements, and the ephemeral life of national borders in many points of the world, we should work to 
re-evaluate the links between music products, their producers and consumers. Although many music 
processes, including performance and education efforts, are supported by national institutions, it is urgent 
that music scientists study and present results on the understanding of the links between music and people 


in transnational situations. As it is clear nowadays that in most cases music cultures do not coincide with 
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political boundaries. To understand and present music, and especially polyphonic practices, related with 
cultural and national individual and collective static and dynamic identities is perhaps a priority for social 


development in a world of transnational respect and harmony. 


Rusudan Tsurtsumia mentioned that many interesting aspects have been marked out in the 
discussion. Particularly interesting is the view of the problem-considered should be the views characteristic 
of historically formed two different — Eastern and Western approaches, the agreement of which may become 
an impulse for the discussion of the debatable topic in a totally new context. 

As for the topic of discussion, in her opinion, Prof. Izaly Zemtsovsky’s considerations on polyphony, 
or on the origin of music in general, may be interesting for the audience. 

Lately, interest in the origin of music has grown greatly. This is corroborated by the comprehensive 
bibliography presented in the book of Joseph Jordania Who Asked the First Question?, which refers to 
numerous books and articles. 

There are quite a few problems in science about which researchers suggest only hypotheses. It is 
this type of problems the issue of the origin of music belongs to. [vane Javakhishvili, a great Georgian 
historiographer, wrote that the provenance of musical history in Georgia was obscure. The same may be 
said about the sources of any traditional music in general. Therefore discussing these sources is impossible 
without hypotheses. 

Here with there are discourses which belong to the sphere of general theory — for instance philoso- 
phy, anthropology and so on, which seem more valid to me than any concrete ideas based on questionable 
arguments. In my opinion such reasoning is more significant, for it provides grounds to penetrate into the 
essence of the phenomenon, make an in-depth analysis of the nature of the process and contributes to clari- 
fying the problem. 

One of such concepts belongs to Izaly Zemtsovsky. 

Zemtsovsky’s works about the origin of music that have been published lately and continue the re- 
searches he began a long time ago, prompted me to draw the attention of the participants in the discussion 
to his interpretation of this problem because, as I think, they are worth of being considered — at any rate they 
provide ample material for discussion. I am not going to offer exhaustive information about these works, 
the framework of the round table does not make it possible. Simply, I will draw your attention to some is- 
sues, dealt with in the book, and which, in my opinion, are noteworthy. 

First of all, I should say, that he was the first to start working on the new problems not only in the 
Russian but in the whole east European ethnomusicology (then, in the Soviet Union it was called folkloris- 
tic studies). Basing on Asafyev’s intonational theory, who mainly studied music as culture, following his 
teacher Vladimir Propp, a great Russian folklorist (in his work The Morphology of the Fairytale he laid a 
foundation for the structural study of mythology and fairytales as early as the year 1926), Zemtsovsky was 
the first to study music in culture; he introduced the philosophical and psychological aspects into Russian 
folkloristic studies, expanded its range, turned it into a branch of science related to other spheres, in this 
way getting closer to the western ethnomusicology. More than that he added the third paradigm Culture in 
Music, to Alan Mariam’s generally accepted two paradigms of the study of music Music as culture and 
Music in Culture and suggested that it is in music itself that we should see and study culture. 

The gist is that in Zemtsovsky’s opinion, “culture and thinking is manifested in the intonation through 
the interrelation (which at the beginning is conditioned by the forms of work, and subsequently by those 
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of culture). It is in the intonation that the diversified value of music lies. This differentiates 1) music from 
non-music and 2) the music of different cultures from one another. It is from here that the impossibility 
of breaking up the system chain “culture-thinking-intonation” stems”. This is the essence of the suggested 
third paradigm. 

Zemtsovsky refers to the decisive role of human’s hearing in the formation of musical thinking. He 
emphasizes that human’s hearing, to be more precise, ethnohearing is an indispensable part of every per- 
son’s musical ear. It is a paraphrase of William Mathieu’s words “The method of your knowing is self” 
— “You yourself are the method of your hearing, as an anthropological whole “self”. The realization of 
hearing (musical ear) as an instrument of the cognition of the world and its interpretation develops the great 
Russian scholar Asafyev’s “Intonational theory” and in general, explains the motivation of man’s musical 
activity. 

Zemtsovsky closely links the theory of the origin of music per se to the intonation. Following Hum- 
boldt, who thinks that the Speaking Man was given the language at once, Zemtsovsky thinks that the 
Musical Man also was given the musical intonation at once. For this it was necessary that from the very 
beginning music should be music and not a sort of pre-music. To substantiate the hypothesis he refers to 
the renowned Georgian philosopher Merab Mamardashvili, who says that “If we have something, we have 
it completely”. 

Zemtsovsky’s concept of the origin of music, in my opinion is crowned with the theory of musical 
dialogics, which was first presented at the conference dedicated to polyphony (Borjomi, Georgia, 1986). At 
this conference he presented his paper “The Problem of Musical Dialogics: Antiphony and Diaphony”. At 
that time only the brief theses were published. Subsequently the scholar read the edited text in Geneva at 
the European seminar on ethnomusicology, later the text of the paper was published in the English language 
(1993). Its full variant came out in 2006, in the book From the world of the oral traditions: (Notes in use) 
Collected reflections. 

In my opinion, the paper presented in Borjomi in 1986, played a very significant role in the formation 
of the polyphony provenance theory in Georgian and not only in Georgian ethnomusicology. In 1988 Ed- 
isher Garaqanidze’s work “The Role of the Responsive Singing in the Formation of Polyphony” appeared. 
It was an annual scholarly work, abounding in examples which showed how the new intonational world 
and mode interrelations took shape as a result of the responsorium, the dialogue or questions and answers. 
The merit of Garaqanidze’s work is not the originality of the concept per se, for it came from Zemtsovsky’s 
work, but the rich empiric material which was a perfect manifestation of this theoretical postulate. This is 
why I thought it possible to include it in the book Echoes from Georgia: Seventeen Arguments on Geor- 
gian Polyphony (2010)', prepared by our Centre and published by the American Nova Science Publishers. 

One of the latest works by Joseph Jordania Who Asked the First Questions? is a continuation of the 
same idea of Zemtsovsky’s. This book, too, like Garaqanidze’s work is based on the concept, presented by 
Zemtsovsky in its time, and gives its new interpretation. As it is characteristic of him, the author offers quite 
a few innovative ideas. A great merit of this book is also the fact that it is easy to read and contains a lot of 
information (first part) about spreading polyphony in different parts of the world, the author also touches 
upon the methodological and practical aspects of comparative musicology (second part). The author very 
often refers to analogues, and the text also exhibits some sort of paradoxical features; for instance, to prove 
that the origin of European polyphony from monophony cannot be considered a norm and that the Eurocen- 
trist approach is not right when evaluating other cultural phenomena, he asks a question, Who Can Drink 
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Milk? Jordania gives the results of the scientists’ researches to the effect that Europeans can digest milk 
without any complications, while it disagrees with Africans, i.e. something that is normal and natural for 
Europeans, fails to be such for Africans (p. 203). 

This book with such unexpected analogues for me, personally, is reminiscent of Bruno Nettle’s eth- 
nomusicalogical essays. And he needs such analogy to prove that the Eurocentrist approach is wrong when 
evaluating other cultural phenomena. The third chapter of Jordania’s book deals with man’s activities — 
singing, asking questions, thinking, speaking and stuttering. But in spite of the fact that of all these activi- 
ties asking questions occupies only a definite, rather modest place in this lengthy text, I think that the author 
considers it the most significant, since it is used in the title of the book. 

It cannot be said that Jordania penetrates deep into the problem of the dialogues per se (and he never 
considered it to be his goal). 

It is this issue that makes an essential difference between Jordania’s and Zemtsovsky’s works. 

On page 329 of the book the author names this article of Zemtsovsky’s. He attaches special impor- 
tance to the musical dialogue, as a phenomenon that creates antiphony and monophony and notes, “this 
is a fact that no musicologist would try to deny — antiphonal and responsorial is an integral part of the 
polyphonic tradition”. Factually he is interested in the result of the dialogue and not the dialogue phe- 
nomenon proper. Therefore Jordania’s approach to the problem of the dialogue is anthropological — in the 
subsequent chapters it is his goal on the basis of the empirical experience to prove that only man can ask a 
question and he/she does it successfully. Unlike him Zemtsovsky’s attitude to the dialogue is philosophical- 
phenomenalistic. 

It should be said that in the former Soviet Union the subject of the dialogue was not very popular. As 
Georgian philosopher Merab Mamardashvili writes, the totalitarian regime, unlike the classic despotism 
not only prohibited dialogues, i.e. the circulation of ideas among people, but ruined and corrupted people’s 
mentality and cognition from the inside? where these ideas could be born. At the very time when the regime 
was not ruined yet, in his usual manner, basing on the huge, mainly philosophical literature, he made it 
explicit that the dialogue, the modus of existence itself, is a universal form of communication and a per- 
manent state of everything that is alive; that everything has a dialogic structure — the language, thinking, 
interrelation, activities and so on’. 

He attaches special importance to the social aspect of the dialogue (p. 168), its role in man’s evolution 
and from this viewpoint his theory directly responds to the topic of our round table. He also thinks (p. 166) 
that the polyphony problem is closely linked to the provenance of musical thinking and its specificity in 
general, and more than that, to the problem of ethnogenesis. Thus I. Zemtsovsky’s concept of the musical 
science, following philosophy and linguistics, proved to be very effective in the process of researching in 
these problems, which is substantiated by J. Jordania’s book Who Asked the First Question? that we are 
discussing today. 

This is a brief account of the ideas I wanted to share with you, the participants in our round table 


discussions. 


Ketevan Baiashvili added, that apart from the afore-mentioned, significant is J. Jordania’s consider- 
ation on the existence of social polyphony. This, in her opinion, was a breakthrough in ethnomusicological 
science — many problems, inexplicable before, can be solved today thanks to this theory including Edisher 
Garaqanidze’s consideration on the existence of unison performance practice in Georgia. This is one of the 
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forms of social polyphony. 


Bo lawergren: I am a Music Archaeologist and I am a bit skeptical about Ethnographic data. Eth- 
nography does not go far back historically and has little depth. Pll give you an example: A few years ago 
an Archaeologist, Professor Conant at University of Tiibingen in Germany, excavated musical instruments 
that goes back ca. 40,000 years. It is the beginnings of homo sapient in Europe. Homo sapiens presumably 
entered Europe through the Levant from Africa. Members of the species are likely to have moved west 
following the shore of the Danube and passes through southern Germany before they reached France and 
Spain. Conant excavated caves near Ulm and found flutes made of the wing bone of large birds and even 
of mammoth ivory. They were worked with great precision and could be made to play scales. Having such 
data we might start to make general statements. By the way, bone flutes are also attested in France and 


Spain, but are later — as the Danube migration path implies. 


Velika Stoikova: I'd like to introduce the archaeological artifact found in the central area of Republic 
of Macedonia, that is the Globular flute old 6000 years. It was perfectly preserved music instrument that 
was given to Prof. d-r Dragan Dautovski, UNESCO artist and professor at the Faculty of Music Art in 
Skopje, Department of traditional instruments. Since the instrument was very well preserved and in perfect 
condition, he introduced it on a huge concert dedicated to the Globular flute. The point in my discussion 
was that in introducing the technical and ambient characteristics of that small globular flute, he was using 
a drone sound. That sound emphasized the magic and the ancient dimension of the instrument, the drone 
tone gave the whole presentation one universal sound (since he managed to produce different tone rows 
and melodies from different part of the world, and the flute have only three holes). Exactly the Drone tone 
filled the space and produced the universal and global dimension of that archaeological music instrument. 
In direction of emphasizing the importance of the polyphony and the drone tone, my point was that this 
given example of the 6000 old music instrument which goes perfectly synchronized with one single drone 
tone, may prove that the polyphony has always been part of the music expression of the humanity. Attached 
I am sending you a picture of the Macedonian Globular flute, hold by Dragan Dautovski. 


Bo Lawergren: Evidently, the speaker is referring to the bone flute from the Neanderthal site of “Di- 
vje Babe” in north-western Slovenia. When published in 1995 by the excavator Ivan Turk it was hailed as 
a major discovery showing that Neanderthal people played music. But his claim was questioned by several 
archaeologists. Francesco d’Errico showed that the finger-holes on Turk’s bone were likely to have been 
punctured by a cave bear. The spacing of a cave bear’s teeth equals the distance between the major finger 
holes, and there were several gnaw marks on the bone. Few archaeologists now believe that the Divje Baba 


bone was a flute. 


Joseph Jordania noted that different branches of science are characterized with different approaches. 
Of course archaeologists base on the data obtained by excavations. we have facts, after studying them we 
start interpreting and express our views on these facts. These views are hypothetical, but they often explain 
facts and help us make new conclusions. 

In conclusion the speaker thanked the participants of the Round Table. 
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Notes 


' Echoes from Georgia: Seventeen Arguments on Georgian Polyphony. Editors Rusudan Tsurtsumia and Joseph Jorda- 
nia. New York, 2010. 


2 In: Mamardashvili Merab. Talks on philosophy.Tbilisi, 1992:9 ( in Georgian) 
3 In: Zemtsovsky Izaly. The Musical Dialogic//From the World of the Oral Tradition. Useful Notes. St. Petersburg, 


2006. (in Russian) 


Prepared for publication by 
Rusudan Tsurtsumia 
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gems Hsds%do, 2010, 3-4 wg3q9q@0 http://www.youtube.com/watch?v=yn--eGxF 8p4 
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LIST OF AUDIO EXAMPLES 


01. JELENA JOVANOVIC (SERBIA) 


Audio example 1. Female choir “St. John of Damascus”, Cherub Hymn (fragment), First mode of Byzantine 


octoechos. Recording from the liturgy in church St. Alexander Nevskii, Belgrade (21 September 1994). 


Audio example 2. Predrag Stojkovi¢ and Vladimir Simic, Ezgija on two kavals. Recorded on the concert of 


the ensemble /skon, Ethnographic Museum, Belgrade (5 December 1998, rec. by Zoran Jerkovic). 


02. NAILIA ALMEEVA (RUSSIA) 


Audio example 1. Kryashen Tatars, Pestretsi group, Pestretsi area of Tatarstan. Mas/enitsa song. Recorded 
(1992) by Nailya Almeeva. 


Audio example 2. East Mari, Yelabuga group, Yelabuga area of Tatarstan. Recruit song. Recorded (1978) by 
Oleg Gerasimov. 


Audio example 3. Chuvashes, Anatri group, Kanash area of Chuvazhiya. Drinking song. Recorded (1987) 
by Nailya Almeeva. 


03. TAMAZ GABISONIA (GEORGIA) 
Voices of the World: An Anthology of Vocal Expression. 
An Anthology of Vocal Exspression. 
Collection du Centre National de la Recherche Scientifique et du Musée de l’Homme. France. 1996. 
CD I N34. Solomon Islands, Guadalcanal: Women’s song, rope repertoire. 
CD IL N20. Papua New Guinea [Iatmul]: Voices of the mai spirits. 
CD IIL Ne7. Indonesia, Sulawesi [Toraja]: Men’s chorus, manimbon. 


CD III NelS. Macedonia: Rain-making song, dodole. 


CD Ill Ne20. Georgia, Svaneti: Male funerary chorus, zar. 


CD II Ne25. Albania [Lab]: Male corus, himarioce. 
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04. MIKHAIL LOBANOV (RUSSIA) 


Audio example 1. FA KNTS - Fonogramarkhiv Instituta jazyka, literatury i istorii Karelskogo Nauchnogo 
Tsentra RAN [ Phonogramarchiv ....of Karelian Scientific... of RAN]. 


Audio example 2. Joik — The Magic of Sami Yoik N.-A. Valkeapaa - Finlandia: 3984-22112-2, (CD). 
Audio example 3. Pechora — disk D 025677/78. 
Audio example 4. Samiska — Samiska réster: Karl Tirén’s Phonograph recordings 1913 - 1915. CVCD (CD). 


Audio example 5. VKY 2000 - Kelkettelyeanija eli. Viena Karelian Yoiks. ISRC FI-KM8-00-00001-18 
SKSCD 4 (CD). 


05. RIE KOCHI (JAPAN) 


Audio example 1. Circle dance song urara suye e kamuy sinta atuy tun na e tunun paye in Kushiro recorded in 
1947; selected from CHIRI-NHK (1948:C-PR155B, the source is held by the Hokkaido Prefectural Library). 


Audio example 2. Circle dance song hoy ya a a hoy ya 0 0 ho hoy ho hoy ya in Asahikawa recorded in 1947; 
selected from CHIRI-NHK (1948:C-PR152B, the source is held by the Hokkaido Prefectural Library). 


Audio example 3. Circle dance song matnaw rera apaca osma uran nisi kanto korikin in Kushiro recorded in 
1947; selected from CHIRI-NHK (1948:C-PR155B, the source is held by the Hokkaido Prefectural Library). 


06. MARIA DE SAO JOSE COTRTE-REAL, ROSARIO PESTANA (PORTUGAL) 
Audio example 1. Trai-larai, collected by Vergilio Pereira in Monte-Cordova, Santo Tirso, in 1958. 


Audio example 2. Massadela or Magadeira, collected by Armando Lega in Vila Maior, S. Pedro do Sul, in 
1940. 


07. VELIKA STOJKOVA-SERAFIMOVSKA (MACEDONIA) 


Audio example 1. Shto pile poje (What is the bird singing? ), ritual song from Eastern Macedonia, village Ist- 


ibanja, performed by female trio from the village of Istibanja, recorded at Macedonian National Radio, 1978. 


Audio example 2. More son sonila (She dreamt a dream ), male song from Tetovo region, performed by the 


group Bistri vodi, recorded at Macedonian National Radio, 2003. 


Audio example 3. Oj Jelenchice (Oj, Yelenchice ), female song from Skopje highland region, performed by 
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the group Bistri vodi, recorded at Macedonian National Radio, 2003. 


Audio example 4. More da bi znalo (If only you could know ), male song from Paring/Macedonia, performed 


by Pirinski Gavraci trio, recorded at Macedonian National Radio, 1980. 


Audio example 5. Kalina grlo boleshe (Kalina had a sore throat), female song from Gevgellija region, South 


Macedonia, performed by female group from Gevgelija, recorded at Macedonian National Radio, 1978. 


Audio example 6. Ajde mori Stojno, le (O you Stoino girl), female song from Kostur region, Aegian Mace- 


donia, performed by the group Bistri vodi, recorded at Macedonian National Radio, 2003. 


08. ENO KOCO (ALBANIA) 


Audio example 1. Théllézé e Gjirokastrés (Dainty of Gjirokastér). Vocal Ensemble of Gjirokastér. INEDIT, 
Albanie — polyphonies vocales du pays Lab, Auvidis distribution, 1995. 


Audio example 2. Anagrammatismos, St. John Koukouzelis, 14" c.; Medieval Byzantine Chant. Cappella 


Romana, Ioannis Arvanitis, Gothic Records, Seattle, USA. 


Audio example 3. Protect, O Most Glorious, in loannis Koukouzelis, Mathimata (Psalms-Sticheron-Krati- 


ma), Greek Byzantine Choir, directed by L. Angeloopoulos. 1995 Editions Jade. 


Audio example 4. Né ulliri (At the Olive Tree). Dodona Group. Fier, Trashégimia shpirtérore, Ministria e 
Kulturés, Rinisé dhe Sporteve, 2003. 


Audio example 5. Mé dérgoi néna me dele (My mother sent me to look after the sheep) (in Albanian: Mé dér- 
goi néna me dele; in Aromanian: Niqisié dadaé, Andon Pogi), HoAvgavikd tpayovdia (Polyphonic Songs), 


Live in Pallas, Eurodisc S.A. 


Audio example 6. Ena savato vradhi (One Saturday Night) POGDORIANI/KATAGRAFES TRAGOUDI- 
ON STON PARAKALAMO-DIMOS ANO KALAMA — VASILIS RAPTIS (2CD AND VIVLIO). 


Audio example 7. Asate Kyrie. First Tone. L’Antica Melurgia Bizantina. Coro della Schola Melurgica della 
Badia Greca di Grottaferrata diretto da Padre Lorenzo Tardo, registrazioni 1953-1956). 


09. VICTORIA SAMSONADZE (GEORGIA) 


Audio example 1. Tsin supra. performer Maro Zhuzhnadze, village of Muskhi, 1999. From V. Samsonadze’s 


personal archive. 


Audio example 2. Okromchedelo. performer Maro Zhuzhnadze, village of Muskhi, 1999. From V. Sam- 


sonadze’s personal archive. 
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Audio example 3. Orovela-gutnuri (kharma tkva pirma natelman). unknown performer, recorded in the 
1950s-1960s. V. Maghradze’s audio archive. 


Audio example 4. Santlis gutans avasheneb. unknown performer, recorded in the 1950s-1960s. V. 


Maghradze’s audio archive. 


Audio example 5. Mtredma tavis siamita. performer Archil Vebsadze, Akhalkalaki, , recorded in the 1950s- 
1960s. V. Maghradze’s audio archive. 


Audio example 6. Orkhi tsqaro dis. performer Maro Zhuzhnadze, village of Muskhi, 1999. From V. Sam- 


sonadze’s personal archive. 


Audio example 7. Dzimuri. performer Maro Zhuzhnadze, village of Muskhi, 1999. From V. Samsonadze’s 


personal archive. 


Audio example 8. Mze shina. unknown performer, recorded in the 1950s-1960s. V. Maghradze’s audio ar- 


chive. 


Audio example 9. Mamli mukhasa. unknown performer, recorded in the 1950s-1960s. V. Maghradze’s audio 


archive. 
Audio example 10. Samgrelo. ensemble “Meskheti”, directed by Zaza Tamarshvili. 
Audio example 11. Chona. unknown performer, recorded in the 1950s-1960s. V. Maghradze’s audio archive. 


Audio example 12. Lazare. performer Maro Zhuzhnadze, village of Muskhi, 1999. From V. Samsonadze’s 


personal archive. 
Audio example 13. Avtandil gadinadira. ensemble “Meskheti’”, directed by Zaza Tamarshvili. 


Audio example 14. Javnana. performer Maro Zhuzhnadze, village of Muskhi, 1999. From V. Samsonadze’s 


personal archive. 
10. DAIVA RACIUNAITE-VYCINIENE (LITHUENIA) 


Audio example 1. Oi tu aglala (Oh, you spruce). Recorded in 1965 from Broné BoguSiené-Varnelyté, 63, 
Lazdijai district. Transcribed by Giedré Razmukaité (Cetkauskaité 2007, N 91). 


Audio example 2. Oi, as pjaunu (Oh, I am cutting the rye). Sung by Katré Silinskiené, age 68, Andritinai vil- 
lage, Alytus district. Recorded in1938; LTR pl. 910(4) (Nakiené and Zarskiené 2005, N 16). 
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Audio example 3. Atjoc berneliu (The dear boy will ride). Recorded by Eduard Wolter in Perloja village 
(1909); transcribed by Audroné Vakariniené (2010) (Nakiené and Zarskiené 2011, N 28). 


Audio example 4. Siy tamsiy nakteli (The road is long on this dark night). Recorded by Eduard Wolter in 
Gudakiemis village (1909); transcribed by Audroné Vakariniené (2010) (Nakiené and Zarskiené 2011, N 31). 


Audio example 5. Oi, as pjaunu (Oh, I scythe on the high hill’). Recorded by Eduard Wolter in Gudakiemis 
village (1909); transcribed by Audroné Vakariniené (2010) (Nakiené and Zarskiené 2011, N 35). 


Audio example 6. Zhetva se zazhneva (Harvesting song).Sung by Mitra and Stojna Tasevski, Vill. Malino, 
Svetinikolsko; AIF m.1. 2149. Recorded and transcribed by Du8ko Dimitrovski in 1971 (Rodna Veli¢kovska 
2002: 133, N 23). 

Audio example 7. Vaiksciojo tévulis pabarémis parugémis (Father walked along the rye field). Sung by sing- 
ers from Lieponys village, Trakai district; recorded by Daiva Vyéiniené in 2000 (Vyéiniené, Daiva (comp.) 
Dziikija. Piety dziiky dainos. Lietuviy tradiciné muzika ‘Dzikija. Songs of Southern Dzitikai. Lithuanian Tra- 
ditional Music’. Vilnius, 2000. N 4). 


11. ZANNA PARTLAS (ESTONIA) 


Audio example 1. The wedding song Hahkdmin6, performed by the Helmine choir from Mikitamae village 
in 1998. 


12. GERDA LECHLEITNER, FRANZ LECHLEITNER (AUSTRIA), NONA LOMIDZE (AUSTRIA/GEORGIA) 
Audio example 1. Chven mshvidoba, recorded by R. Lach. Vienna Phonogrammarchiv, Ph 2751. 


Audio example 2. Chven mshvidoba (on the text of Maspindzelsa mkhiarulsa), recorded by R. Lach. Vienna 
Phonogrammarchiv, Ph 2752. 


Audio example 3. Maspindzelsa mkhiarulsa, recorded by R. Lach. Vienna Phonogrammarchiv, Ph 2752. 
Audio example 4. Chven mshvidoba, recorded by R. Lach. Vienna Phonogrammarchiv, Ph 2753. 

Audio example 5. Maspindzelsa mkhiarulsa, recorded by R. Lach. Vienna Phonogrammarchiv, Ph 2753. 
Audio example 6. Chven mshvidoba (bass), recorded by R. Lach. Vienna Phonogrammarchiv, Ph 2754. 


Audio example 7. Maspindzelsa mkhiarulsa (bass), recorded by R. Lach. Vienna Phonogrammarchiv, Ph 
2754. 


Audio example 8. Chven mshvidoba, recorded by R. Lach. Vienna Phonogrammarchiv, Ph 2755. 
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Audio example 9. Maspindzelsa mkhiarulsa, recorded by R. Lach. Vienna Phonogrammarchiv, Ph 2755. 


13. ROUND TABLE I— ARTURO TELLO RUIZ-PEREZ (SPAIN) 


Audio example 1. Cunctipotens genitor Deus. Codex Calixtinus of the Cathedral of Santiago de Compostela 
(XII c.) http://www.youtube.com/watch?v=qnoe2_AmxoQ 


Audio example 2. Organum/Kyrie Trope: Cunctipotens genitor Deus (voice, 3 voices) http://www.medi- 
eval.org/emfaq/cds/op1-102.htm 


Audio example 3. Kyrie cunctipotens http://www.medieval.org/emfaq/cds/cpu301.htm 
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LIST OF VIDEO EXAMPLES 


01. MARIA DE SAO JOSE COTRTE-REAL, ROSARIO PESTANA (PORTUGAL) 
Video example 1. Acousmograph of Massadela (first part). 

02. GIORGI (GIGI) GARAKANIDZE (GEORGIA) 
Video example 1. Shroma (Imeretian naduri) — from Edisher Garaqanidze’s expedition, village of Qumuri, 
Vani district; television program prod. D. Gugunava (with Edisher Garaqanidze’s comments), 1988 (Garaqa- 
nidze, 2008: video #3, from 05:11). 
Video example 2. Zedashis lavnana. 
Video example 3. Ghvtis karze satkmeli iavnana. 


03. GERDA LECHLEITNER, FRANZ LECHLEITNER (AUSTRIA), NONA LOMIDZE (AUSTRIA/GEORGIA) 


Video example 1. Chven mshvidoba, reconstructed variant; performers: Levarsi Mamaladze, Anzor Erko- 


maishvili; filmed by Nona Lomidze, August, 2012. Nona Lomidze’s personal archive. 


Video example 2. Maspindzelsa mkhiarulsa, reconstructed variant; performers: Levarsi Mamaladze, Anzor 


Erkomaishvili; filmed by Nona Lomidze, August, 2012. Nona Lomidze’s personal archive. 
04. ROUND TABLE I— SUSAN RANKIN (UK) 


Video example 1. Verbum patris. Performed by Sequentia. 
http://www. youtube.com/watch?v=ShNPEnkqCcA Published on YouTube on Mar 12, 2013 


Video example 2. Orientis partibus Medieval Carol for Quire.Performed by Quire Cleveland, conducted by 
Ross W. Duffin, performing at Trinity Cathedral, Cleveland OH, December 3-4, 2010. 
http://www. youtube.com/watch?v=yn _ eGxF8p4 
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